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PREFACE 
This study has three primary objectives. The first is to assess 
Andrew Marvell as a poet in terms of the intellectual and literary 
climate of his time. In order to understand the feelings, tones 
and ideas of his poetry, an attempt will be made to discuss in 
detail some of the general concepts, doctrines and theories of the 
century. The second purpose of the study is to discuss Marvell the 
man and poet in order to show that Marvell, the politician and 
political writer, was not too different from the man whom we celebrate 
for his natural descriptions, paradoxical wit and criticism of love. 
In the main, Marvell's poetry is marked by the recurrence of 
certain themes, moods and images. These can best be understood and 
appreciated through a systematic and careful analysis of his poetry. 
It is, therefore, the final purpose of this study to discuss and 
analyze the major imagery patterns in Marvell's poetry. For this 
purpose, I have grouped the poetry into three categories: his love 
poetry, including all of the lyrics, his religious poetry and his 
political poetry. The division of his poetry into these three 
categories will facilitate my analysis of Marvell's imagery, partic¬ 




This study has particular pertinence because Marvell's popu¬ 
larity today is at its crest. Where his own century accepted him 
only as a minor poet, and the nineteenth century admired only his 
nature poetry, to the twentieth century he has become the poet, who 
alone amongst his peers, produced a poetry which carefully blends 
a gracious classicism and a paradoxical metaphysical wit. In 
this sense, he represents a brilliant synthesis of the principal 
poetical tendencies of the seventeenth century. An analysis of 
Marvell's imagery will reveal with what technical skill and finesse 
the poet accomplished his purpose. 
Moreover, this study is important because of the poet himself. 
Marvell's own character, it will be revealed, was both unique and 
paradoxical. But he was well adjusted in a century which had its 
own particular brand of paradox. Although the poet lived during 
a time of horrendous confusion, the swirling tempest apparently 
never touched Andrew Marvell. He was involved in public affairs but 
never aglow with the searing intensity of a John Milton. A casual 
unconcern and a cool detachment marked both his poetry and his 
public career. Termed by some an unambitious opportunist, Marvell 
wrote his poetry with a calm deliberation which was in direct con¬ 
trast to the heated controversialism of another of his contemporaries, 
John Dryden. So an effort will be made in this study to show that 
Marvell himself embodied a paradox. He was a man of appollinian 
calm, although living and writing during a time of Dionysian upheaval. 
CHAPTER I 
ANDREW MARVELL IN RELATION TO THE INTELLECTUAL AND 
LITERARY CLIMATE OF THE SEVENTEENTH CENTURY 
The Intellectual Climate 
Although many disruptive forces contributed to a series of 
changes during 1600-1660, the "impact of Modernism upon Medievalism" 
was perhaps the greatest single force. This trend created a clash 
between the old and new ideas in science, politics, religion, 
economics, law, philosophy and literature, thus epitomizing man's 
"Intellectual Quest for Truth" and causing a rapid succession of 
changes.^ It is because of this trend, then, that during the 
early part of the century the educated mind of man was "half 
medieval." But by 1660, it was almost modern. The cause of this 
great change was in part the vast expansion in commerce, capitalism, 
and democracy and the advancement of science and religion. For 
example, the Ptolemaic theory of the universe was displaced by the 
Gopernican theory which "changed the fixed center of the universe 
from the earth to the sun and greatly extended the conception of 
space." Despite the progress made during the first forty years 
^"Douglas Bush, English Literature in the Earlier Seventeenth 
Century (2d ed. rev.; Oxford: The Clarendon Press, 1962), pp. 1-4. 
^Roberta Florence Brinkley (ed.), English Poetry of the XVII 
Century (New York: W. W. Norton and Co., 1942), p. 2. 
1 
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under the Stuart Monarchs, the Civil War caused great damage. 
Fortunately, the period of the Commonwealth brought about a degree 
of recovery and cultivated "the intense zeal for the establishment 
of a new era."'*' 
The quest for certainty or truth pervaded every form of 
seventeenth century life. The development of many mechanical 
devices enhanced a "more practical means for the discovery of 
truth and precision" in science. According to seventeenth century 
scientists, the way to arrive at scientific truth was through 
\ 
greater "accuracy in observation," and in order to achieve this 
accuracy the proper tools were necessary. With the invention of 
the telescope and microscope much was discovered about the universe 
and man. The old astrology which emphasized the supernatural and 
miraculous power of the stars and comets disappeared. Moreover, 
new knowledge was gained about the structure of the human body and 
the structure of the plant. With this new knowledge of the universe 
and man crowding about him, seventeenth century man became disturbed 
and a spirit of "melancholy" set in.^ 
The impact of the new science was reflected in the new philosophy. 
John Donne, perhaps, more than any other expressed the view of the 
seventeenth century man when he stated: 
And the new philosophy calls all in doubt, 
The element of fire is quite put out; 
1Bush, op. cit.. pp. 3-4. 
o 
Brinkley, op. cit.. pp. 4-5. 
3 
The sun is lost, and the earth; and no man's wit 
Can well direct him where to look for it....3 
Religion, however, was most directly influenced by the "new science," 
particularly by astronomy and geometry. When the laws of astronomy 
and geometry were applied to the laws of nature, seventeenth century 
man began to doubt whether God was necessary in the scheme of things. 
Descartes, states Brinkley, argued that there was "no place for an 
active Providence." Hobbes, she further indicates, with his theory 
of external nature, also believed that there was not much room for 
2 
a God except "as the First Cause of Motion." 
Many intellectuals of the period sought refuge from the 
conflict of science and religion by escaping into a world of mysti¬ 
cism where they could "depend upon personal experiences of religious 
O 
ecstasy instead of the evidence of the senses." Sir Thomas Browne, 
for instance, regarded the conflict of the period as a challenge to 
faith and not a destroyer of it. According to Brinkley, he further 
believed that: 
A direct communion with God £~would_7 give all one need/ed7 
to know, and f~that 7 the contact.ZpouljI7 be secured through 
contemplation or found revealed in nature and the happy 
innocence of childhood.4 
■*\John Donne, "Anatomy of the World, The First Anniversary," 
11.94-97. 
2 
Brinkley, op. cit.. p. 6. 
3Ibid.. p. 5. 
4Ibid. 
4 
On the other hand, other individuals followed Hobbes and his 
"denial of faith," while still others followed Descartes and his 
dualistic doctrine on the substance of reality.'*' Despite the 
emphasis on science and the individual theories, regarding the 
nature of the universe, there was an increased knowledge of the 
Bible which significantly influenced the prose style of the period. 
According to Bush, by mid-century: 
The consciousness of the immediate presence of God in 
all affairs of life and the universe was...stronger...; 
it was heightened by Puritanism and by various forms 
of more or less mystical thought.^ 
Thus, although the century was marked by an intense religiosity, 
the main intellectual thrust of the century was in the direction of 
greater freedom of the individual. The conscious skepticism of 
religion was influenced by the classical theology in which an 
orderly universe became the center of concern. According to Brinkley, 
man began viewing order in everything, and all that was dispropor¬ 
tionate or disorderly he attributed to the incomprehension of man's 
mind. Brinkley further indicates that this ideology was a revival 
of the conceptions of "Right reason" -- the revelation of divine 
order to human understanding, and the "Great Chain of Being" which 
3 
emphasized the orderly chain of existence for all creatures. 
^Basil Willey, The Seventeenth Century Background (Garden City, 
N. Y.: Doubleday and Co., 1953), p. 99. 
2 
Bush, op. cit.. p. 38. 
^Brinkley, op. cit.. pp. 5-8 
5 
In the light of this new view of the world, man accepted the 
natural world about him and began exploring the powers of the mind 
and increasing his knowledge and understanding of human nature. 
Psychology was introduced; biography became popular; history was 
written according to the writer's understanding, and the lyrical 
tradition enhanced the study of human emotions.* 
As the century progressed, the intellectuals realized that the 
search for truth was applicable to everyday affairs. Thus, it 
extended into the realms of education, the press, religion, philos¬ 
ophy, politics and literature. The result was the development of a 
new realism which caused many individuals and institutions to seek 
freedom from authority. In education the break was definitely 
discernible in the rejection of scholasticism. John Milton fought 
for freedom of expression in "Areopogitica," and Puritanism over- 
! 
threw the authority of Anglicanism.2 
Francis Bacon, in his "Novum Organum," stimulated the philosoph¬ 
ical declaration of independence when he stated: 
... some minds r arej7 given to an extreme admiration of 
antiquity,.... This £"is_7 the great injury of the 
sciences and philosophy;... these affectations of anti¬ 
quity...are the humors of partisans rather than 
judgements; and truth is to be sought for not in the 
felicity of any age, which is an unstable thing, but 




Brinkley, op. cit.. p. 6. 
O 
Francis Bacon, "Novum Organum." 
6 
According to Brinkley, Bacon also believed that: 
The first step in the advancement of thought is to rid 
oneself of all the prepossessions which arise from 
one's natural predisposition, whether racial or indivi¬ 
dual from society and the accepted use of words, and 
from the accepted systems of philosophy.^ 
The two Stuart monarchs James I and Charles I unintentionally 
initiated the political quest for freedom from authority. In Bush's 
words, their "direct and explicit theory of State and Church" clashed 
violently with the changing structure of society, the changing 
O 
temper of the times and the changing governing body. The two basic 
questions emerging from this conflict were: who should hold power 
and what is the relationship of the community to the rights of the 
individual? Hobbes, however, opposed the idea of sovereignity of 
law and believed that all authority, civil and religious, should be 
focused in the King. He further believed that sovereign power once 
3 
conferred could not be revoked. 
The Civil War, consequently, threw all into chaos, and the 
"sovereign power" was revoked. Cromwell not only defeated the 
Royalist army of Charles I but the rising Presbyterians and Levellers 
as well. The Levellers, states Aylmer, believed in "universal 
sufferage, free speech, free trade; and to them the "people were the 
source of all power"; they based their beliefs on the "common law of 
^Brinkley, op. cit.. p. 6. 
o 
Bush, op. cit.. p. 4. 
^Brinkley, op. cit.. p. 6 
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equity and justice."'*' The Parliamentarians also believed that they 
could solve their problems by appealing "to common law and the law 
of nature or right reason." After the Civil War, however, the newly 
established republic found the people quite unprepared for it, and 
Cromwell's fusion of commerce, imperialism, and religion with his 
foreign policy caused unrest and finally disaster. What had 
2 
commenced as an ideal republic terminated in a "military dictatorship." 
The failure of the New Republic, consequently, helped to ratify 
Hobbes' prediction that man's nature was naturally evil and should 
be governed by external forces. 
The break with authority also had an effect on literature. 
Similarly, the scientific thought of the period began to influence 
literature, and writers began to refer to the "regular and dependable 
laws of nature." Thus, there were trends and tendencies which had 
a definite effect on the literary climate of the century. 
The Literary Climate 
The conflicts of the era were naturally stamped upon seventeenth 
century literature. Since the quarrels between Church and State and 
Royalist and Roundhead were salient factors in the upheavals of the 
day, they provided the major influences on subject-matter which 
differentiated the literature of this period from all others. According 
^G. E. Aylmer, A Stuart History of Seventeenth Century England 
(New York: Penguin Books, 1963), p. 142. 
^Ibid.. pp. 145-146. 
^Thomas Hobbes, "The Leviathan, Of the Natural Conditions of 
Mankind." 
8 
to Bush, the literature of the seventeenth century was "close to 
life and wedded to 1 earning. 
Although many genres and traditions were inherited from the 
previous age, they were soon overpowered by the influx of new 
styles, forms, and subjects which were formulated by the new 
inquisitive individuals who were no longer carefree sonneteers but 
fugitives and experimentalists with "perplexed and cynical minds 
that jeered at the traditional."^ The greatness of the literature 
is seen in its variety and prolixity and its "absolute or ultimate 
search for truth.According to Witherspoon and Warnke, the 
traditions that were maintained during the century were given very 
different characteristics. For instance, the topographical poem 
was given a more "discursive structure, pictorial texture and moral 
didacticism"; the ode lost much of its dignity until it was again 
given precedence by such poets as Andrew Marvell.^ The lyric tra¬ 
dition was dominated by the personal lyric and later by the baroque 
lyric which was more personal in its individual tone. Satire also 
died out as a formal genre during the early part of the century but 
was revived again by Andrew Marvell; later it was given a heroic 
spirit. Consequently, the two critics continue, the genres and 
■*-Bush, op. cit.. p. 4. 
2Robert P. Coffin and Alexander M. Witherspoon, Seventeenth 
Century Prose and Poetry (New York: Harcourt, Brace and Co., 1946), 
p. xii. 
^Willey, op. cit., pp. 92-97 
^See below, p. 71. 
9 
forms of the poetry of the period were as varied as their tones and 
structures.1 
Although the poetry of the century, unlike the prose, suffered 
from the intellectual climate, and many poets after Descartes wrote 
o 
with the conscious feeling that their work was not true, all of it 
contained a unified sensibility which made it highly impressive; 
and with the abandonment of the old rigid traditions, it was given 
3 
a quality all its own. 
According to Witherspoon and Warnke, the literary world of 
the first two thirds of the century, like the social world, was 
divided into two camps; that of the Royalists or aristocrats and 
that of the Parliamentarians or middle class. The poetry of the 
first two thirds was also divided and can, perhaps, be categorized 
as representing the Spenserian, the Neo-classical, and the Meta¬ 
physical trends in poetry. The Spenserian trend was influenced and 
named for Edmund Spenser and was most popularly represented by 
Drummond of Hawthornden and the Fletcher brothers. "Classical 
antiquity" was expressed in the platonic verse of Ben Johnson, and 
the Metaphysical trend dominated the poetry of John Donne who, 
states Grierson, epitomizes all Metaphysical thought in his 
^Alexander M. Witherspoon and Frank J. Warnke, Seventeenth 
Century Prose and Poetry (2d ed.; New York: Harcourt, Brace and 
World, Inc., 1963), pp. 710-715. 
o 
Willey, op. cit. 
^Witherspoon and Warnke, op. cit.. 708-710. 
10 
"scholasticism and deep reflective interest in experience and the 
new psychological curiosity with which he writes of love and 
religion."^ The intellectual and literary climate shaped these 
three poetic trends and, consequently, their artists to their 
2 
individual ends. 
Of the three principal trends in poetry, the Neo-classical 
and the Metaphysical were more influential. The more conspicuous 
of the two, however, was the Metaphysical. This trend, more than 
any other, is representative of the baroque spirit which permeated 
European thought. Because of its "exuberantly rhetorical, sensual 
and grandiose style, Metaphysical poetry is often times referred to 
as baroque poetry.^ 
This new baroque spirit in poetry revealed the diverse 
interests and points of view of its new exponents and the common 
seriousness of purpose which united them.^ This new trend in the 
English literary world ushered in new literary cliques, new terms, 
and key literary figures. This, too, was the first manifestation of 
the Romantic Spirit which was to burst forth during the nineteenth 
■'"Herbert Grierson, The Background of English Literature. 
Classical and Renaissance (rev. ed.; New York: Barnes and Noble, 
1961), p. 116. 
o 
Witherspoon and Warnke, op. cit., pp. 1077-1085. 
%elen C, White, Ruth C, Wallerstein and Ricardo Quintana, 
Seventeenth Century Verse and Prose (New York: The Macmillan Co., 
1951), p. 26. 
^Grierson, op. cit.. p. 116. 
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century. The basic emphasis of this new baroque spirit was 
expression rather than formal beauty. However, the most notable 
feature of all the poetry of the period was wit. This was given 
the most casual playfulness and, at the same time, the most profound 
seriousness which was at the root of baroque expression. Wit also 
united the various poets of the century in its democratization of 
the 
...striking antitheses and surprising epithets of the 
Fletcher brothers; the pithy epigrams and epitaphs of 
Jonson and the paradoxes, puns and conceits of 
Donne.^ 
In fact, this feature was "symbolic of the tonal complexity" which 
marked all of the poetry of the day. During the middle years, wit 
was advanced by Marvell, Traherne and Vaughan. 
Metaphysical poetry originated as the "complement of the anti- 
Ciceronian Movement in prose," and held back the wave of the Neo- 
2 
Classical literature that reached its "first crest in Jonson." 
Eliot states that many of the true Metaphysicals employed "far¬ 
fetched" images, wild conceits and reason. To them, he further 
elaborates, reason was the "vehicle for approaching the contemplation 
of ultimate mysteries.The challenge of the Renaissance science 
on the world picture helped to stimulate the Metaphysical and High 
■'"Witherspoon and Warnke, op. cit.. p. 1078. 
O 
Bush, op. cit.. p, 132. 
^Witherspoon and Warnke, op. cit.. pp. 1061-1065. 
12 
Baroque styles. It helped to create a "tentative, exploratory and 
nervous poetry of sensibility."'*' Nevertheless, the disintegration 
of this world picture was inevitable by 1650. 
Like the poetry of the age, the poets, too, were united. This 
unison was a "common habit of mind": 
...an ultimate religious center of concern and a 
tendency to favor certain genres and forms anti- 
Elizabethan. .. .The dramatic verse of the later 
Elizabethan and early Jacobean poets expressed a 
degree of sensibility which /was7 not found in 
the prose, /put the poets who later followed this 
tren£7 possessed a mechanism of sensibility 
which...devoured every kind of experience.^ 
Bush indicates that: 
The mystical thought arose as a result of the 
"Medieval allegorical instinct," the embracing of 
different planes of thought and expression. 
ZÜThiiZ divine unity of all things--physical and 
spiritual, a universal network of analogy and 
correspondence were the religious beliefs behind 
the thought.^ 
Up to the Restoration, much of the reflective and imaginative 
writing was based on the concept of right reason and the Great Chain 
of being. But during the middle years, roughly 1640-1650, these 
concepts were more and more subordinated to the concern for social 
and economic conditions, to the interest in and manifestation of 
^Bush, op. cit. 
O 
The heightened sensibility of the period was due largely to 
the new science and new philosophy. Witherspoon and Warnke, op. cit.. 
p. 1063. 
%ush, op. cit.. p. 381 
13 
scientific creativity and to a consideration of the Civil War.^ 
However, this subordination was not so abrupt as it might first 
appear; even before the intellectual and literary climate of the 
Restoration, practice demanded poetic styles more commensurate, or 
at least more nearly commensurate, with the requirements of science 
and deductive reasoning. In fact, this ideal reasonableness, good 
sense, limited enthusiasm, and transcendence had been anticipated 
by the new classicism of Ben Johnson and the wit of John Donne and 
2 
had been left as a kind of legacy to Andrew Marvell. 
It is in Marvell's poetry that these trends and tendencies of 
the intellectual and literary worlds are blended. His knowledge of 
science and philosophy is evidenced in several of his poems, poems 
like "To his Coy Mistress," in which he makes use of the ptolemaic 
theory of the universe: "Thus we cannot make our Sun / Stand still, 
yet we will make him run."^ These lines indicate his interest in a 
lesser regarded theory, a theory which held that the earth was the 
center of the universe and that everything--including the sun-- 
revolved around the earth. The microcosmic view of the world is 
clearly seen in "On a Drop of Dew": 
For the clear Region where 'twas born 
Round in its self incloses: 
■''Bush, op. cit.. p. 36. 
^White, Wallerstein and Quintana, op. cit.. pp. 27-28. 
%. M. Margoliouth (ed.), The Poems and Letters of Andrew 
Marvell. Vol. I (Oxford: The Clarendon Press, 1927), pp. 26-27. 
This is the most authoritative source for Marvell's poems; there¬ 
fore, all subsequent references to the poems will be made to this 
edition and will be referred to by title and/or lines. 
14 
And in its little Globe estent, 
Frames as it can its native Element. (11.5-8) 
The dew drop becomes a globe, a little world self-sufficient. The 
poem also illustrates the seventeenth century idea of the "Circle 
of Perfection."*■ 
In "The Definition of Love" and "To his Coy Mistress," Marvell 
blends geometrical and astronomical ideas with platonic ideas of 
love. Here in "The Definition of Love," he states: 
As Lines so Loves oblique may well 
Themselves in every Angle greet: 
But ours so truly paralel, 
Though infinite can never meet. (11.25-28) 
In these lines, time and space and geometry and astronomy are brought 
together to provide an ideal setting for lovers who, according to the 
Neo-platonic idea, will never meet. And in "On a Drop of Dew" and 
"The Garden," he blends the antithetical ideas of religion and 
science. In "On a Drop of Dew," he states: 
Moving but on a point below, 
It all about does upward bend. 
Such did the manna's sacred Dew destill; 
Congeal'd on Earth: but does, dissolving, run 
Into the Glories of th' Almighty Sun. (11.33-35; 39-40) 
And in "The Garden," he says: 
Casting the Bodies Vest aside, 
My Soul into the boughs does glide: 
■^Majorie Hope Nicolson, The Breaking of the Circle (Evanston, 
111.: Northwestern University Press, 1950), p. 52. 
15 
How well the skilful Gardener drew 
Of flow'rs and herbes this Dial new; 
Where from above the milder Sun 
Does through a fragrant Zodiack run;... 
(11.51-52; 65-68) 
The conception of nature held by men before the scientific 
revolution was employed by Marvell in much of his lyric poetry. But 
he carried much further the idea that nature was the mirror of all 
man's activities, for he connected "truth with beauty" when he 
took the mystic view of the world, expressing his own purposes 
and feelings and bringing "physical properties into direct relation¬ 
ship with human values."^ This concept is revealed in the "mower" 
poems and "The Garden," a concept so much in evidence that to quote 
specific lines is hardly necessary. 
The idea of order in the universe is illustrated in "Upon 
Hill and Grove at Bill-Borow:" 
See how the arched Earth does here, 
Rise in perfect Hemisphere. 
It seems as for a model laid, 
And that the World by it was made. 
(11.1-2; 7-8) 
And in "Upon Appleton House," there is the line: "But all things 
are composed here / Like Nature, orderly and near." 
Many of the characters in Marvell's political poems were public 
figures during his day--figures whom he uses to reveal his concepts 
•^Lawrence W. Hyman, Andrew Marvell (New York: Grosset and 
Dunlap, Publishers, 1964), p. 17. 
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of the conflict between authority and freedom. Perhaps the best 
example of this concept is found in "An Horation Ode upon Cromwell's 
Return from Ireland," for in it Marvell seems to be torn between his 
loyalty to Charles I and Oliver Cromwell-~the one representing 
authority and the other representing freedom. Of Charles, in "An 
Horation Ode," he says: 
Where, twining subtile fears with hope, 
He j£Cromwell7 wove a net of such a scope, 
That Charles himself might chase 
To caresbrooks narrow case. 
That thence the Royal Actor born 
The tragic Scaffold might adorn: (11.49-54) 
And of Cromwell, in the same poem, he states: 
He liv'd reserved and austere, 
As if his highest plot 
To plant the Bergamot, 
Could by industrious valour climbe 
To ruin the great Work of Time, 
And cast the Kingdome old 
Into another Mold.... (11.30-36) 
Like Sir Thomas Browne, Marvell believed in the innocence of 
childhood, a belief which is vivified in such poems as "The Nymph 
Complaining for the Death of her Faun," "The Picture of Little 
T. C. in a Prospect of Flowers" and "Young Love." For instance, 
in "Young Love," Marvell cautions the innocent infants: 
Common Beauties stay fifteen; 
Such as yours should swifter move; 
Whose fair Blossoms are too green 
Yet for Lust, but not for Love....(11.9-12) 
Thus, Marvell was related to the seventeenth century in practically 
every way. He was influenced by the many trends of the age, and his 
17 
many sources came directly or indirectly from some of the ideas and 
works of the great classical, medieval, Renaissance and contemporary 
writers. He was not only influenced by the abstract ideas and 
theories of the period but by the individuals and their particular 
schools or trends. His kinship with the literary world of his day 
is obvious; for in his blending of all the relevant features of the 
neo-classicism of Jonson, the metaphysics of Donne, the polished 
grace of the Cavaliers, the religiosity of the Puritan Platonists, 
and ,above all in his own feeling for nature, he is most assuredly 
a seventeenth century littérature. 
CHAPTER II 
MARVELL, THE MAN AND POET 
Marvell, like most of the boys of his city, attended Hull 
Grammar School; later, he was an undergraduate at Trinity College 
where he received his degree in 1639. Although Anglican by birth, 
Marvell "dallied" with Roman Catholicism during his school years. 
His father, however, curtailed this brief phase of his religious 
life and recalled him again to Anglicanism.'*' Marvell not only 
showed an interest in Anglicanism; but in 1653, when Oliver Cromwell 
became Lord Protectorate, he became interested in Puritanism. However, 
when Charles II was restored as the rightful ruler of England and the 
Church of England was also restored, Andrew Marvell praised not 
o 
only the "noble king" but Anglicanism as well. 
Evidently, Marvell played no significant role in the political 
and religious turmoil of the 1630's and the 1640's. In fact, during 
the Civil War, from 1642-1646, he traveled abroad. And, there is 
evidence that he remained abroad until 1650, perfecting his mastery 
of all the major continental languages—French, Italian, Latin, 
■^-Augustine Birrell (ed.), Andrew Marvell. Vol. I (London; The 
Macmillan Co., 1905), pp. 5-9. 
o 
Bush, op. cit.. p. 167. 
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Greek, Spanish, and Dutch.1 In all of his work—poetry, political 
satires, and controversial pamphlets—the traveled man and linguist 
can be seen: "up and down his writings are pleasant references to 
foreign manners and customs." There is also the 
...keen humorous observer, /who possessed that wide 
eyed faculty that takes a pleasure, half contempla¬ 
tive, half the result of animal spirits, in watching 
the way of the world....3 
Marvell's knowledge of languages, his extensive travels, and other 
scholarly pursuits helped to make of him a highly cultivated indi¬ 
vidual who remained conversant with scholars, poets, philosophers, 
and men of scientific attainment. 
Apparently, Marvell's extensive travels detached him from the 
political and religious struggles of his day. There is no record 
that he took an observable interest in the controversies. He did, 
however, show an affiliation with members of the Royalist party; 
and, because of this affiliation and his Anglican faith, Birrell and 
Margoliouth believe that he was at one time a Royalist sympathizer. 
It is difficult, however, to label Marvell a true Royalist, Republi¬ 
can, or Puritan; for he stood for both king and Parliament, and 
shared with other "wise men" of his day the belief that "no system 
was bad enough to destroy a good man, nor good enough to save a 
■'‘Birrell, op. cit.. p. 23. 
2Ibid., p. 19. 
^Ibid.. pp. 20-24 
20 
bad one."^ He, consequently, considered the Civil War a "deplorable 
event," and did not appear to care whether the Puritans or Royalists 
won it. Later, of course, when he began tutoring Mary Fairfax, 
2 
daughter of Lord Fairfax, at Nun-Appleton, he showed an awareness 
of the Puritan regime and an admiration for Oliver Cromwell and his 
liberal assertions and deeds.^ 
In 1653, Marvell was highly recommended by John Milton for 
appointment as Secretary of Foreign Tongues for the Council of State, 
although the former did not accept the post until 1657. Later, from 
1659 until his death in 1678, Marvell became a dynamic parliamentary 
representative of Hull.^ During this period he wrote a number of 
controversial papers and received acclaim as a political satirist. 
As stated in Modern Language Notes, his great and bitter satires are 
remarkable— 
...in their irony, their concentrated simplicity, their 
supple and sophisticated colloquialism, and their 
trust in the common sense of the educated man illumi¬ 
nated by moral vision....-* 
■'"Birrell, op. cit.. p. 23. 
^Lord Fairfax was a general in Cromwell's Army. He decided to 
retire to his country estate because he felt that he had seen enough 
killing. His retirement from active military service inspired 
Marvell to write the very long "Upon Appleton House." Ibid. 
%hite, Wallerstein and Quintana, op. cit.. p. 454. 
^irrell, op. cit.. p. 30. 
^"Four of Swift's Sources," Modern Language Notes. LXX (February, 
1955), 95. 
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Although Marvell was famous during his day as a great satirist 
and political spokesman, today his fame rests upon that brief period 
in his life when he was Marvell the poet--the poet whose poetry 
reflected a wholesome blending of the Metaphysical and the classical 
trends. His residency at Nun-Appleton House provided the inspiration 
for much of his beautiful and imaginative personal poetry.'*' The 
poetry of this period (1650-1652) was written anonymously. Moreover, 
when he became a member of Parliament, he took his duties very 
seriously, and therefore neglected his "considerable poetic gifts." 
In the end, this poetry was published posthumously by his alleged 
o 
wife, Mary Marvell. 
According to Birrell, Andrew Marvell, the poet is "one of the 
most elusive figures in English literature and cannot be described 
simply." He developed a wide variety of "gifts and attitudes" that 
make it almost impossible to label him a poet representing any one 
school of thought, for he made use of the classical, Metaphysical, 
O 
and Puritan platonic trends of his day. As Bush indicates, in 
Marvell there is a fusion of all schools—a combination of: 
fresh, muscular, agile, subtle and ironic Metaphysical 
wit, the discipline rationality, clarity, impersonal 
economy, and the structural and stylistic sense of a 
^Witherspoon and Warnke, op. cit.. pp. 961-962. 
There are no records to prove that Marvell was ever married. 
Consequently, Mary Marvell is referred to as the "fictional wife of 
Andrew Marvell. Birrell, op. cit.. p. 30. 
3Ibid. 
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classical artist; the cultured easy grace of a 
Cavalier...the religious and moral earnestness of a 
Puritan platonist,. .. .•*• 
Above all, his nature poetry anticipates the philosophic 
approach to nature which came to be a distinguishing feature of 
2 
Romanticism. Although Marvell was very much aware of the different 
demands and the different genres of his day, he did not adhere 
strictly to any of them. 
Thus, the poetry of Marvell gives a panoramic view of all the 
prevailing traditions, styles, and themes which show the vast and 
fast changes of his century. The wit and verse of the Jacobean 
and Caroline traditions were fashioned and brought to life again 
by him. He proved to be one of the most versatile poets who wrote 
during Cromwell's reign--at once the most Puritan of the Puritan 
poets, and, at the same time, the last of the Metaphysicals. Only, 
in his concern for nature, was he a cultural alien - a literary 
expatriate, outside the main stream of seventeenth century nature 
poetry produced by Cooper, Cleveland, and Cowley.3 But, Marvell 
was also in the classical tradition. He showed the restrained 
emotion and economy of WJrds that characterized the poetry of Jonson 
and the Cavaliers. And, like the Cavaliers, he could be both 
1 
■*-Bush, op. cit.. p. 167. 
2 
Edmund Gosse, From Shakespeare to Pope (Cambridge: The 
University Press, 1885), p. 221. 
^Boris Ford (ed.), From Donne to Marvell (Baltimore: Penguin 
Books, 1961), pp. 43-45. 
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serious and sportive.^ His witty mind could produce delicate, 
musical poetry which, in its "wide sweep of the universe," was 
o 
equaled to any written by the classicists or Cavaliers. During 
the middle years when "Metaphysical wit had gone to seed" in other 
poets who practiced it, Marvell reshaped it to suit his mind. He, 
like the other Metaphysicals, displayed his wit by using the same 
"ingenious comparisons, metaphors, and associative discoveries of 
resemblances" in entities that had none.^ 
Marvell, the last eminent figure among the Metaphysicals, made 
the abstractions of the metaphysical tradition pleasing to the new 
scientific age. In him as in Vaughan and Traherne, the "central 
traits" of Metaphysical poetry were defined and revealed.^ 
Marvell's blend was also expressed in his Puritan characteris¬ 
tics; however, these characteristics were seen in conjunction with 
the usual Jonsonian and Donnean wit. He possessed a Puritan strain 
which caused him to resist injustice and wrong. This particular 
characteristic is one of the reasons John Brown calls him a "pure" 
Puritan poet.^ In all fairness to Marvell, it must be stated that 
■Hjhite, Wallerstein and Quintana, op. cit.. p. 454. 
^Herbert Grierson, Cross Currents in English Literature of the 
XVII Century (London: Chatto and Windus, 1929), pp. 302-303. 
%elen C. White, The Metaphysical Poets (New York: The Mac¬ 
millan Co., 1963), p. 11. 
^Robert L. Sharp, From Donne to Dryden (Chapel Hill: The Uni¬ 
versity of North Carolina Press, 1940), p. 12. 
^John Brown, "John Bunyan and Andrew Marvell," Cambridge History 
of English Literature. Vol. VII, (Cambridge: The University Press, 
1961), pp. 181-183. 
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he embodied all of the general and specific trends of the century, 
and, as previously stated, represents a blend of classical, Meta¬ 
physical and Puritan traits. He was, indeed, a true transitionalist 
in his treatment of all the classical and Metaphysical characteris¬ 
tics; and he adjusted all of his actions and innermost thoughts and 
feelings according to his needs. 
In his portrayal of all the relevant features of the Meta¬ 
physicals, and the polished cultured grace of the classicists, 
Marvell owes much to Jonson and Donne. According to Witherspoon and 
Warnke, there is "an unusually strong element of sophisticated Latin 
culture..,, which makes Marvell one of the most European of English 
Poets." These critics go on to say: 
Essential to his impressive and very original achieve¬ 
ment, is his capacity for synthesizing and combining 
the more important of the other diverse poetic tradi¬ 
tions of the age.-*- 
Unlike Jonson and Donne, Marvell did not influence a particular 
trend in poetry, but rather, set "poets into delight and poems of his 
o 
own." Bush, moreover, sees in Marvell's disharmony of attitude 
another factor which distinguishes his all prevailing "balance, 
impersonal complexity of mind" and individualizes his poetry. Thus 
the Royalist and Parliamentarian sympathizer combined a "Cavalier 
polish" with a deeply Metaphysical sensibility and emerged as an 
^Witherspoon and Warnke, op. cit. . p. 714. 
2 
Bush, op. cit.. pp. 167-168. 
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independent moderator of both. 
One point on which all critics agree, is that Marvell's feeling 
for nature is at once particular and general, earthly and unearthly, 
and the individual sensibility and "suppleness of rhythm" gives to 
o 
his lyric or "garden poetry" a unique original brio. Marvell is a 
nature poet, but unlike his contemporary Abraham Cowley who employed 
nature as a source for his images, conceits, and scenery, Marvell 
saw it as the sum total of all things in time and space, thus having 
O 
it embrace the entire universe.J Nature to him, Milton Klonsky 
indicates, was God's greatest gift to man, and only in the midst of 
this wonderful gift could man successfully praise Him. His definition 
for his concept of nature, Klonsky further indicates, was taken directly 
from Horace's "Epodes," in which Plotinus comments that nature is: 
A place of beauty and a glory of wealth; all the 
loveliness that Zeus TS-otf] maintains takes its 
splendour from the Reason Principle within him; for 
all this beauty is the radiation of the Divine 
Intellect upon the Divine Soul, which it has penetrated. 
What could the Garden /naturel of Zeus indicate but the 
images of his Beings and Splendours of his Glory? And 
what could these divine beauties be in but the ideas 
straining from him. 
1Ibid. 
2Ibid., pp. 169-171. 
^Witherspoon and Warnke, op. cit.. p. 962. 
Hilton Klonsky, "A Guide Through the Garden," Sewanee Review. 
LVIII (January, 1950), 16. 
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This is the nature that Andrew Marvell sees, loves and attempts to 
convey in his lyric or "garden poetry." 
Consequently, in an attempt to classify Marvell, it must be 
stated that he embodied all of the poetic trends of his day: he 
was classical, Metaphysical, Christian or Puritan and a nature poet. 
It must also be emphasized that Andrew Marvell's political poetry 
bridged the gap between two worlds of the seventeenth century: that 
of the divine right of kings and that of the divine right of the 
assembled people. At all times, however, he was learnedly aware of 
the past and present, and idealistically conscious of the future. 
Marvell was a flexible man and poet who could praise a king on the 
threshold of death and bestow laurels on an usurping reformer. Here 
was also a man and poet who could write of gardens, glow worms, 
and a drop of dew in a day of violence. 
CHAPTER III 
MARVELL'S POETRY AND IMAGERY 
In general, Marvell's poetry contains observations on nature, 
love, religion and politics. At first reading, the poems seem 
simple and fluent, but upon a more critical analysis they are dis¬ 
covered to be profound and problematic. One reason for this is that 
Marvell strove to explore both the emotional and the rational in 
his poetry. Because of this combination, Cunningham states that 
many of his poems are "judgments and implicit propositions" which 
can be subjected to logical analysis. Moreover, he continues, much 
of Marvell's poetry is logical in form as well as in content.'*' 
Although Marvell cannot be called a master of versification, 
and although his point of view changes with his subject matter, 
there is one factor which underlies all the poetry. That fundamental 
factor is unity of theme. Marvell's themes often deal with love 
and nature, time and death, and innocence and passion. However, his 
all-embracing theme is focused on: 
...the human sensibility placed in the isthmus of a 
middle state, with all levels of experience open to 
it, the tragic choices arising therefrom, the 
J, V. Cunningham, "Logic and Lyric," Modern Philology. LI 
(August, 1955), 33. 
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heritage of traditions forming the matrix within which 
it seeks to fathom itself and choose its values.^ 
Or, as Bush indicates, this all-embracing theme deals with the "anti- 
2 
monies of the human condition." In short, then, in all of Marvell's 
poetry the underlying theme is one stressing the correspondence 
between human feelings and values. 
The poet's treatment of the theme of nature is particularly 
unique. According to Hyman, natural objects such as grass, flowers, 
birds and trees are often personified or given human meaning. In 
these objects, however, the feelings described are human in their 
3 
reflection of "desire, frustration, hope, regret—and...sexuality." 
In spite of Marvell's emphasis on nature, the trend did not originate 
with him. Its origin is found in the garden poetry of the Renaissance 
and entails the "corruption" which man views in nature as a result 
of his first disobedience. The Renaissance poets felt that the 
beauty of nature was not just a source of pleasure but a "constant 
reminder of their former state" before the fall of man; and, for 
Marvell, the symbolic appearance of nature helped to explain both 
his closeness to nature and his inability to enjoy it fully. 
Marvell's unity of theme is the only unity that persists in 
his poetry; unity of mood, unity of feeling, and unity of tone are 
generally lacking. Hyman believes that unity of mood is lacking 
%hite, Wallerstein, and Quintana, op. cit.. p. 453. 
2 
Bush, op. cit.. p. 168. 
^Hyman, op. cit.. pp. 15-20. 
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because of Marvell's detachment.^ His poetry, is filled with a 
variety of recurring moods that flicker through his lines according 
to no discernible pattern. Bush has found that in his love poetry 
there is a "high tragic intensity": in his pastoral poetry, "a 
philosophic and spontaneous feeling," and in his religious poetry, 
a moral earnestness." There are many instances where Marvell's 
feelings and moods are unconvincing or a little bizzare, but his 
themes give to all of his poetry a balanced sense of unity. 
Much of Marvell's love-nature poetry is a reverberation of 
his own experience with gardens and reflects his concern for the 
corruption of innocent nature by passionate and corrupt man.^ The 
themes of time and death and love and nature are also found in this 
body of poetry. Hence, this group of poems falls under the category 
of "nature and emotion" because, although many of them are placed 
in pastoral settings, nature is linked to sexuality. For instance, 
as will be elaborated below, Marvell's "The Garden" is actually a 
vehicle for his effective fusion of all these themes with a special 
emphasis on the sexual symbolism of passionate involvement and dis¬ 
engagement. 
The concern with nature and emotion is distilled in the "Mower" 
poems and "The Nymph Complaining for the Death of her fawn." However, 
1Ibid. 
2 
Bush, op. cit., p. 171. 
3 
Hyman, op, cit. 
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Marvell's feelings are not deeply engaged in these, and his wit is 
more sportive than serious. But the serious theme of man's mind, 
which once reflected the harmonious unity of nature, is present. 
Man's mind which has become disturbed by love, and his quest for 
the artificial which has corrupted nature is the dominant theme. 
The mower, then, with his scythe becomes the symbolic destroyer of 
nature. He is also symbollically a representative of time and death. 
Thus, the mower represents the passionate man or corruptible one 
who destroys the innocence of nature. 
The same concern for the innocence of nature and the cruelty 
of man is perceived in "The Nymph Complaining for the Death of her 
Fawn." Although the mood and story are different, the theme is 
vividly presented. The corruption of nature by the destructive 
nature of man is seen in the characters of the fawn, the nymph and 
the "wanton Troopers." The fawn is symbolic of the innocence of 
nature and the nymph of the innocence of childhood. The "wanton 
Troopers," however, are symbolic of the cruel and corrupt nature of 
man. Both the fawn and the nymph, as will be pointed out later, 
represent human feelings. 
The rest of Marvell's love poetry are courtly poems, and their 
settings are in the courtly love tradition.^ Although the settings 
are different from the love-nature poems, the themes are the same 
and help to reinforce the various attitudes of the poet toward love. 
Moreover, the lovers of this classification never quite get together, 
■*-Hyman, op. cit., pp. 26-27. 
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or, in Hyman's words, "the match is never made."^ 
In spite of the fact that the theme of innocence and sexuality 
permeates the courtly poems, Marvell at all times rejects physical 
contact by separating passion or lustful love from innocent or 
courtly love. This he does by comparing the beauty of the woman 
with the beauty of nature. This rejection is also seen when Marvell 
places his women in his favorite pastoral setting, and they become 
as innocent as nature. This paradoxical juxtaposition of innocence 
and passion helps to intensify these courtly love poems and further 
helps to show the poet's artistry of blending two contradictory 
aspects of love. In another sense, in these poems, as in the love- 
nature poems, time and death are paradoxically linked together by 
sexuality. Also, in these poems it appears that Marvell feels that 
sex will ultimately destroy innocent love and even the desire for it 
and this for him represents both the physical and the spiritual 
death of love. 
Marvell's two great love lyrics are treated last because of 
their different character and structure. It is true, the themes 
of these poems--emotion and nature and time and death--are developed 
in the courtly tradition. The poems, however, contain more Meta¬ 
physical and classical characteristics than any of the others. Bush 
believes that they are the best in the Metaphysical tradition pro¬ 
duced after Donne, and, like all Metaphysical poetry, their emphasis 
is on paradox.^ 
^Hyman, op. cit.. p. 27. 
^Bush, English Poetry (London: Oxford University Press, 1952), p. 66. 
32 
For instance, the very title of "The Definition of Love" is 
paradoxical, since love, historically, has been inexplicable; the 
essence of frustrated love is rendered in terms of the seventeenth 
century knowledge of geometry and astronomy. Associating human 
feelings and values with geometrical and astronomical terms was a 
tradition during this period. Nicolson, on the other hand, feels 
that the Neo-Platonic tradition and its connection with heavenly 
bodies pervade this poem, and Metaphysical imagery and classical 
symmetry are blended with Neo-Platonism to reinforce the poet's 
concept of the microcosmic view of the world.^ In these poems, then, 
Marvell's emphasis is on the nature of the universe rather than on 
the nature of gardens. 
According to Bush, "To his Coy Mistress" stresses the carpe 
o 
diem theme and is the finest variation on the theme. The courtly 
tradition is also evident in this poem. The poem is an excellent 
example of Marvell's artistry in blending the ideal and the actual, 
O 
or a fine example of "wit blended with imagination." Marvell, 
nevertheless, simply juxtaposes two extreme realms of love: the 
eternal and the ideal and the temporal and the sensuous. Conse¬ 
quently, in "To his Coy Mistress" as in "The Definition of Love," the 
conflict of passion and innocence is resolved by a severance of all 
1 
Nicolson, op. cit.. p. 53. 
O 
Bush, English Poetry, p. 66. 
^Hyman, op. cit.. p. 53 
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physical contact, and love is made pure by the use of the courtly 
tradition. 
There is also the same conflict between innocence and passion 
in Marvell's religious poetry. The religious and moral earnestness 
and the recognition of the conflict between good and evil appear in 
the strictly religious poems and somewhat sparingly in "Upon Apple- 
ton House" which is, in essence, a political poem.-*- However, as will 
be seen below, "The Garden" embraces all of Marvell's religious ideas 
and certain opposed views of nature. Therefore, it will be analyzed 
as the culminating poem of the love-nature and religious poetry. 
The concentrated paradoxes and ironies exchanged between soul, 
body, and pleasure are characteristically Marvell's. The physical 
embodiment of the soul and dialogues, debates, and complaints are 
O 
traditional. All of the religious poems, however, display the 
correspondence of human feelings to values and are, therefore, related 
to the love-nature and courtly love poems. The same conflict that 
is evident in the dialogues is seen in the other religious poetry. 
This is Marvell's attempt at blending and in doing so he resorts to 
the imaginary world where the fusion of the physical and the spiritual 
can be rendered. In "Upon Appleton House," the pastoral setting is 
employed as a vehicle for the religious, historical, and philosophical 
reflections. Actually this poem is not one long one, states Don 
"*"See below, pp. 73-74. 
2 
Bush, English Literature in the Earlier Seventeenth Century. 
P. 169.   ~ ' ’ " 
34 
Cameron Allen, but a series of poems in one.^- For, it consists of 
a variety of moods, themes and philosophies. The religious portion, 
however, corresponds to the other religious poetry in theme; and, 
Marvell's discussion of the ways of man and his own secure and easy 
intimacy with birds and trees, along with his ambivalent views on 
passion and innocence, parallel the happy passages in "The Garden." 
"The Garden" which glorifies the sweet repose and innocence 
of the garden--the Garden of Eden where the first forms of nature 
and man were innocent and without sin or corruption is the most 
comprehensive attempt on the part of the poet to integrate all themes. 
It is in this poem also that Marvell transcends the desire for lustful 
love and worldly ambitions. Hence, the disengagement, the pastoral 
{ 
setting, and the concern for passion make this poem similar in nature 
to the love-nature and the religious poems. 
Marvell's political poems now remain to be discussed; and his 
attempt to bring the opposite poles of the ideal and the real together 
and to adapt his themes to the exigencies of this category are evident 
in his desire for political justice and order. There is, however, a 
major difference between political poetry and the love-nature and 
religious poetry. In the political poetry Marvell destills his 
beliefs and aspirations. This is not true of the other classifications 
in which Marvell, as previously mentioned, resorts to the imaginary 
world to foster his conclusions or relations. Moreover, 
^Don Cameron Allen, Image and Meaning (New York: 
Press, 1960), p. 117. 
Johns Hopkins 
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the political poetry reveals a debate which involves others as well 
as the poet himself. 
Like the love-nature poetry, the political poems are classified 
under two categories: occasional and later political poetry. In 
the former, Marvell is a Royalist sympathizer and in the latter he is 
a Puritan admirer. However, his interest in involvement and dis¬ 
engagement, his providential conception of history, and his quarrel 
with himself and others are visible throughout both classifications. 
Moreover, this body of poetry shows more classical imagery than the 
other two. It is obvious, then, that one of the basic similarities 
in all of Marvell's poetry is the recurrence of certain themes, 
Consequently, the lack of unity in mood, tone and feeling gives 
his poetry variety; and the different sources of his images--natural, 
Metaphysical, and classical—reinforce his basic pattern. 
Marvell's themes, varying moods, and feelings are more 
accurately reflected in his imagery. He, like other seventeenth 
century writers viewed the world in terms of similes and metaphors 
and explained it by figures drawn from various sources. In addition 
to this, Marvell's fundamental emphasis, like that of other writers 
of his day, was on universal analogy. Because his natural, Meta¬ 
physical, and classical images appear to be unprovoked by any 
preconveived knowledge of their worthiness, they differ greatly from 
those of his contemporaries. Moreover, Marvell's imagery is 
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essential to an understanding of his poetry; and it helps to strengthen 
his concern for involvement and disengagement in nature, man and 
public affairs. 
Marvell's concern for involvement and disengagement are 
revealed in his natural, Metaphysical, and classical images. The 
use of nature can be seen in practically all of his poetry. How¬ 
ever, as expected, it dominates his pastoral poetry and many of his 
courtly poems. Although his two basic love poems have aspects of 
nature in them, the dominant imagery is Metaphysical. The religious 
poetry reveals a combination of natural, Metaphysical, and classical 
images. The political poems, on the other hand, show many classical 
references and sources, therefore the major imagery found in them 
is classical. Nevertheless, all natural, Metaphysical, and 
classical images point to one end -- involvement and disengagement. 
It is logical to assume, then, that the basic pattern of 
imagery found in all of Marvell's poetry reflects involvement and 
disengagement. It is seen, however, in different perspectives. In 
the love-nature poetry, the pattern embodies the sinful passion of man 
and the innocence of nature and childhood; in the religious poetry it 
entails the corrupt world and the pure soul; and in the political 
poems it concerns participation in and retirement from public 
affairs. Despite these numerous variations on the pattern, Marvell 
attempts, at all times, to synthesize these two opposing worlds; the 
actual and the ideal. In order to synthesize these two worlds, 
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Marvell gives to all his images significance. He employs both 
literal and figurative meanings. Therefore, the use of colors, 
especially red, white, and green, and lines and circles have true 
significance and correspond in some way with human values. Marvell's 
keen analytical wit, his mystical view of nature, and his unique 
blending of the literal and figurative meanings are clearly reflected 
in his nature poetry. 
In "The Mower Against Gardens," Marvell is concerned with 
moral values.’*' These are symbolized by the nature imagery which 
depicts man's mind after the Fall: 
Luxurious Man, to bring his vice and use, 
Did after him the World seduce; 
And from the fields the Flow'rs and Plants allure 
Where Nature was most plain and pure....(11.1-4) 
Here, man's own corrupt nature has caused him to destroy the innocent 
beauties of the meadows by seducing or grafting them into an artifi¬ 
cial garden. By adding "strange perfumes" to the innocent roses, 
man has caused them to lose their inherent fragrance, and he has 
caused the tulips to take on the attributes of seductive women: "The 
tulip, white, for complexion seek; / ...learn'd to interline its 
cheek." And because of man's adulterous nature: "No plant now 
knows the Stock from which it came; / He Züüau7 grafts upon the Wild 
and Tame." Nature, the poet explains, protects her own, and there¬ 
fore maintains the innocence of the plants and flowers which are 
forgotten by man, for she "...to all dispence / A wild and fragrant 
^Rosemond Tuve, Elizabethan and Metaphysical Imagery (Chicago: 
The University of Chicago Press, 1963), p. 208. 
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Innocence." 
The wild plants and flowers of the meadows, then, have become 
disengaged from the corrupt and sinful nature of man and from the lost 
innocence of those plants "...enclos'd within the Garden square." 
Both man and the plants have become involved in sexuality or the 
corruption of the artificial garden and have, therefore, lost the 
protection of the gods. This is not true of the innocent plants of 
the meadows, for: "The Gods themselves with..,£the£7 do dwell." 
This serious theme of man's mind and a similar use of imagery are 
developed more fully in the poems that follow. 
In "Damon the Mower," the pastoral setting is again employed. 
The imagery, however, is focused on the scythe and grass--on cutting 
down the grass and punishing the flesh.'*' The natural imagery helps 
to intensify the complaint of Damon, the lover, who has been denied 
the favors of Juliana. The first stanza gives a vivid picture of 
Juliana and Damon: "Like her fair Eyes the day was fair; / But 
scorching like his Am'rous Care." These similes help to direct 
attention to the literal meaning of the word "heat" which is described 
in terms of the "scorching" day, the "Sun-burn'd Meadow," and the 
scampering innocent creatures in search of the cool shade. The literal, 
however, gives way to the figurative, and heat becomes a symbol of 
Damon's passion. It is first represented in the form of the snake 
whose very presence represents sin, sex or involvement: "Only the 
Snake, that kept within, / Now glitters in his second skin." 
•^Hyman, op. cit., p. 52. 
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The words "kept within" set the stage for Damon's dark and 
lustful passions, for he is "With love of Juliana stungl" The figu¬ 
rative meaning is further developed in the third stanza: 
This heat the Sun could never raise, 
It from a higher Beauty growth, 
Which burns the Fields and Mower both;... 
(11.17; 19-20) 
And to further distinguish between the literal and the figurative, 
again Marvell states: "Not July causeth these Extremes / But 
Juliana's scorching beams." Thus the mower's mind is disturbed by 
love, and, therefore, he is involved with sinful passion. Marvell, 
then, begins his synthesis of the real and ideal. Damon becomes 
dissatisfied with his frustrating passions and wishes to disengage 
himself: 
Tell me where I may pass the Fires 
Of the hot day, or hot desires 
To what cool Cave shall I descend 
Or to what gelid Fountain bend? 
(11.25-28) 
Marvell's synthesis seems to be complete. Damon, who seemingly 
overcomes his involvement with sinful desires, becomes one of 
nature's innocent creatures. He disarms the snake of "teeth and 
sting." He further states: 
On me the Morn her dew destills 
Before her darling Daffadils. 
And, if at Noon my toil me heat, 
The Sun himself licks off my sweat. 
(11.43-46) 
Hence, Damon's change from involvement to disengagement is fostered 
by a turning away from desire and frustration to the sweet innocence 
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of nature. Marvell, however, does not appear to be satisfied with 
this radical disengagement. Damon's desires arose from sexuality— 
sin, and, therefore, complete disengagement must be rendered. 
Thus, Damon again becomes overwhelmed by his love for Juliana, 
and in the heat of his passion he begins "Depopulating/ all the 
Ground...with his whisling scythe...." But in the process of his 
frustration—his passion, the scythe: "Did into his ankle glance." 
And, Damon, like the first Fall of man: "...there among the Grass 
fell down." Now, complete disengagement from sexual desires or 
involvement has been arranged, there is no cure for Damon's mortal 
wound. Therefore: '"Tis death alone that this must do: / For Death 
thou art a Mower too." The image of cutting down the grass and 
punishing the flesh is complete, and Damon and the scythe have 
become symbolic representatives of destruction. Moreover, both 
represent time and death--the mower with the scythe caused the brief 
life-span of the innocent grass, and the scythe caused the brief 
life-span of the mower. 
Grass and light are the images found in "The Mower to the 
Glo-Worms." The poet also displays his knowledge of the concept of 
science before the scientific revolution. Such phrases as "Ye 
living Lamps," "Ye Country Comets," your "Officious Flame" show the 
concept which seventeenth century man held about the significance of 
the stars and comets.Marvell's fireflies are symbolic of a small 
LBrinkley, op. cit., p. 5. 
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event—the "Grasses fall": 
Ye Country Comets, that protend 
No War, nor Princes funeral, 
Shining unto no higher end 
Then to presage the Grasses fall;... 
(11.5-8) 
Involvement and disengagement are still the focal point of the 
imagery pattern. And again innocence and passion help to render the 
real and the ideal. The glow wormë represent the innocence of 
nature and fire and man help to intensify passion. For example, in 
the lines: 
Ye Glo-Worms, whose officious Flame 
To wandering Mowers shows the way, 
That in the Night have lost their aim, 
And after foolish Fires do stray;... 
(11.9-12) 
Here, passion's fires, substituted for the "truth of the mind"--"have 
lost their aim." Hence, the theme--man's mind which is disturbed by 
love still prevails. 
The passion or desire of Damon, which was caused by Juliana's 
beauty, has extinguished the "courteous" innocent light of the glow 
worms and has caused the mower to follow passion (involvement) instead 
of reason (disengagement): 
Your courteous Lights in vain you wast, 
Since Juliana here is come 
For she my Mind has so displac'd 
That I shall never find my home. 
(11.13-16) 
The mower realizes that his cause is helpless, that he cannot become 
uninvolved from his desires for Juliana. The significance of these 
^"Tuve, op. cit., p. 94. 
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minor comets, then, has resulted in the mower's involvement with desire. 
But, the innocent glow worms are disengaged from such sinful passion 
and continue to give light to the other innocent creatures of nature. 
Marvell, consequently, does not render his blend of involvement and 
disengagement. In this poem Damon is completely involved. However, 
he realizes that such an involvement can only result in death. 
"The Mower's Song" is similar in imagery, setting, and theme. 
The mind of the mower is still disturbed by desire: "My Mind was once 
the true survey / of all these Medows fresh and gay." But his ability 
to reason and to take part in the beauty of nature has disappeared: 
"When Juliana came and She / What I do to Grass, does to my Thoughts 
and Me." Again the grass must suffer because of the mower's involve¬ 
ment with Juliana. 
The mower then reflects on the beauty of nature and his own 
pathetic state: "But these, while I with Sorrow pine, / Grew more 
luxuriant still and fine." Thus, because of his sexual involvement 
with Juliana, and because the meadows are still fresh and gay, the 
mower seeks revenge and destroys the grass just as Juliana destroyed 
his hopes: 
But what you in Companion ought, 
Shall now my revenge be wrought. 
And Flow'rs, and Grass, and I and all, 
Will in one common Ruine fall. (11.19-22) 
Therefore, all—the flowers, grass, and the mower—will die because 
the mower's desires and hopes have died: 
And thus, ye Meadows, which have been 
Companions of my thoughts more green, 
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Shall now the Heraldry become 
With which I shall adorn my tomb;... 
(11.25-28) 
Once again, Marvell overcomes sexuality by causing the death of the 
mower and innocent nature. And, again time and death cause the 
complete disengagement from these desires. 
Both Marvell's mood and story change in "The Nymph Complaining 
for the Death of her Fawn," here the structure and complicated 
imagery strengthen this different mood and story. Innocence and 
sexuality still provide the basic conflict, therefore the pattern of 
imagery is the same. The poem concerns the "loss of first love 
which is augmented by a virginal sense of deprivation and unful¬ 
fillment."'*' The loss of which the nymph complains then, is that 
of her innocence to 
Unconstant Sylvio, when yet 
I had not found him counterfeit, 
But Sylvio soon had me beguil'd 
This 5:he fawn7 grew tame while 
he grew wild, 
And quite regardless of my Smart, 
Left me his Fawn, but took his heart. 
(11.25-26; 33-36) 
The young girl herself states that she was beguiled by the 
"unconstant" lover who deserted her. She, then, becomes involved 
with the fawn who was an innocent love; then, "The wanton Troopers 
riding by" shot it. Now both loves are gone; the nymph, however, 
reminisces over the pleasure she received while playing with the 
■*-Allen, op. cit.. p. 108. 
44 
fawn and while watching it at play: 
I have a Garden of my own, 
But so with Roses over grown 
And Lillies that you would guess it 
To be a little Wilderness. 
It ZjEhe fawn~f only loved to be there; 
Among the beds of Lillies, I 
Have sought it oft, where it should lye; 
Upon the Roses it would feed, 
Until its Lips ev'n seem'd to bleed: 
And its pure virgin Limbs to fold 
In whitest sheets of Lillies cold. 
Had it liv'd long, it would have been 
Lillies without, Roses within. (11.71-74; 
76-78; 84-85; 89-92) 
In the above lines the nymph is disengaged from her passion for Sylvio, 
and is seen in a classical garden of the mind.'*' This garden, how¬ 
ever, reinforces the nymph's disengagement; she is in a garden of 
innocent red and white flowers, and the fawn is her companion. 
But, the nymph, consequently, returns to reality to face the fact 
that the "wanton Troopers" have killed her innocent fawn who "ne'er 
didst alive them any harm" Her thoughts then return to Sylvio, and 
she wonders about her fawn: 
Had it liv'd long, I do not know 
Whether it too might have done so 
As Sylvio did: his Gifts might be 
Perhaps as false or more than he. 
(11.47-50) 
LAllen, op. cit.. p. 108. 
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She concludes, however, that the innocent love of the fawn is "...far 
more better than / The Love of false and cruel man." 
Marvell again completely disengages his heroine from both 
Sylvio and the fawn. Sylvio deserted her, and her fawn died; thus 
time and death free her from passion: 
Now my Sweet Fawn is vanish'd to 
Where the Swans and Turtles go 
In fair Elizium to endure.... 
(11.105-107) 
Time and death help the poet to arrange complete disengagement from 
the passionate as well as from innocent involvement. The fawn like 
the grass, flowers, and glow worms also display feelings and charac¬ 
teristics which correspond to human feelings and values. For he 
"was full of sport, light of foot, virgin limbs, a pretty skipping 
grace, and red lips" that seemed to "bleed"--all of which have human 
connotations. 
Thus, Marvell's ambivalence towards involvement and disengage¬ 
ment or innocence and passion is clearly stated in all of his pastoral 
poems. His blending of the ideal and the real or the figurative and 
the literal enhance the beauty of his nature and classical images. 
The poet's interest in time and death is the vehicle by which he 
suggests complete disengagement from sinful or corrupt passions. 
This theme along with the antinomies of the human condition are 
evidenced in the courtly poems, and the same pattern of imagery— 
involvement and disengagement--permeates them. 
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The pattern of imagery in these poems, however, is expressed 
in relation to the courtly tradition and is enhanced by a blending 
of natural, Metaphysical and classical images. The poet’s attitude 
towards sexuality is more clearly visible in these poems than in 
the former ones. "Young Love" and the other poems that follow will 
support this statement. 
Marvell believes that because of the innocence of childhood, 
love is disengaged from the lust: 
Come little Infant, Love me now, 
While thine unsuspecting years 
Clear thine aged Fathers brow 
From Cold Jealousies and Fears. (11.1-4) 
The "unsuspecting" girl is too young to become involved with adult 
passions; therefore the poet feels that she should remain young as 
a safety measure against such sinful desires: 
Common Beauties stay fifteen; 
Such as yours should swifter move 
Whose fair Blossoms are too green 
Yet for lust, but not for Love. 
01.9-12) 
As seen in these lines, Marvell believes that youth alone enables 
young girls to remain disengaged from sexuality, for they are "too 
green for lust but not for Love." 
The same belief appears in "The Picture of little T. C. in a 
Prospect of flow'rs": 
See with what simplicity 
This Nymph begins her golden daiesl 
In the green Grass she loves to lie, 
And there with her fair aspect tames 
The Wilder flow’rs and gives them names: 
But only with the Roses playes;... Q.1, 1*6) 
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Here among the flowers and innocent nature, the young girl's virginity 
can be maintained; and it is also here in this pastoral setting of 
green innocence that she can tame her potential sexual passions. 
Because of her innocence, "Nature courts /Her7 with fruits and 
flow'rs." 
The nymph is then warned by the poet not to become involved 
with sexuality or passionate desires, for such an involvement will 
cause not only the death of the innocent buds, but her death as well: 
Gather the Flow'rs, but spare the buds; 
Lest Flora angry at thy crime, 
To kill her Infants in their prime, 
Do quickly make th* Example yours;... 
(11.35-38) 
The classical image of Flora, goddess of gardens, intensifies the 
theme of time and death and helps to foster Marvell's belief that 
sexuality will ultimately lead to death—physical and spiritual death. 
"The Match" is another courtly poem in which Marvell's attitude 
towards physical love is seen. However, in this poem, he blends 
the ideal with the actual and therefore fosters an almost impossibly 
perfect love. Again, nature is used to develop the setting. The 
dissimilarity of the two "choisest stores" offers the paradox of the 
poem and shows Marvell's unique talent of blending the dissimilar. 
One "store," Celia's consisted of 
...Orientest Colours there, 
And Essence mast pure, 
With sweetest Perfumes hoaded were, 
All as she thought secure. (11.5-8) 
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And Love's "store" contained: 
...several Cells repleat 
With Nitre thrice refin'd; 
The Naptha's and the Sulphers heat, 
And all that burns the mind. (11.21-24) 
In the simple descriptions of the treasures, Marvell again 
links nature with sexuality. He reveals the differences of these 
treasures, and, at the same time, portrays Celia's innocent treasure 
and Love's passionate one. Both Celia and Love have fortified 
their store to keep out corruption or involvement: "She seldom 
them unlock'd or us'd,..." and "He fortifi'd the double Gate, / 
and rarely thither came." But disengagement could not last, for 
they " a nearer Way sought." And, Celia's pure essence and sweet 
innocence become united with "his fewel." Passion has overcome the 
two, but it is not the sinful, lustful passion that arises from 
sexuality, but an innocent passion which causes an ideal love. For, 
they "...have within..,/themselves7 possest / All Love's and Nature's 
store." Therefore an ideal or satisfactory love has been found, and 
Marvell blends the two dissimilars--passion and innocence. 
In the above poems, as in the ones that follow, the women or 
young girls are associated or identified with nature in an attempt 
on the part of the poet to maintain their innocence and foster the 
courtly tradition. Their lovers are usually overcome or involved 
with sexual desires. This, of course, is true of "The Gallery" in 
which the lover feels that his love, Clora, has different moods of 
love. At first he sees her as a designing woman who: 
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...art painted in the Dress 
Of an inhumane Murtheress; 
Examining upon our Hearts 
Thy fertile Shop of cruel arts: 
Of which the most tormenting are 
Black Eyes, red Lips, and curled Hair. 
(11,9-12 ;x, 15-16) 
The lover here is involved with a scheming woman who uses her physi¬ 
cal charms to capture him. 
Clora's lover, however, is not satisfied with this realistic 
picture of her, and therefore disengages himself from her to 
protect an ideal Clora who is identified with the innocent beauties 
of nature and who is -- 
Like to Aurora in the Dawn; 
When in the East she slumb'ring lyes, 
And stretches out her milky thighs; 
While all the morning Quire does sing, 
And Manna fa_lls, and Roses spring; 
And, at ...ZJier/ Feet, the wooing Doves 
Sit perfecting their harmless loves. 
(11.18-24) 
In the above lines the words "harmless loves" brings about the lover's 
desire for disengagement and brings out the characteristic of the 
courtly love tradition. The lover's wish for an innocent Clora--for 
an uninvolved love—is also seen in the following lines in which he 
paints a perfect picture of the Clora he admires and loves most: 
That at the Entrance likes me best: 
Where the same Posture, and the Look 
Remains, with which I first was took. 
A tender Shepherdess, whose Hair 
Hangs loosely playing in the air, 
Transplanting Flow'rs from the green Hill, 
To crown her Head, and Bosome fill. (11.50-56) 
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Thus, the lover in this poem prefers an innocent shepherdess 
who is close to nature rather than an "Inhumane Murtheress," 
"Enchantress," or a voluptuous "venus" whose "Black Eyes," "red 
lips," and "curled Hair" have no other purpose than to vex and 
"torment" him. 
Nature as well as classical images are also used in "Daphnis 
and Chloe." Like "The Gallery," it is the lover Daphnis who dis¬ 
engages himself from sexual involvement with Chloe. For she has 
caused him to lose all his "Hopes," "Labours," and "all of his art" 
of lovemaking by her denial of his advances. "Nature" who is "her 
own Sexes foe" has taught Chloe "to be coy." Nevertheless, Daphnis 
"Dismal Hour" has come, and he must tell Chloe of his departure and 
accept his failure. Chloe, however, is by the "News surpriz'd," and 
begins to forget her "Niceness." 
Daphnis, on the other hand, is so "...possest / with Grief of 
Parting thence," that he is not aware of Chloe's language of love, 
and the "words she never spake before." He feels, however, that he 
has been "...undone, / Between Joy and Sorrow rent," and, with 
wretched countenance, he rejects Chloe's "Hopes," "Labours," and 
"Art" as she had rejected his: 
Ah my Chloe how have I 
Such a wretched minute found, 
When thy Favours should be wound 
More than all thy Cruelty? 
But I will not now begin 
Such a Debt unto my Foe; 
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Nor to my Departure owe 
What my Presence could not win. 
Absence is too much alone: 
Better 'tis to go in peace 
Than my Losses to increase 
By a late Fruition. (11.49-52; 57-64) 
Thus Daphnis disengages himself from all sexual desires for 
Chloe: "Better 'tis to go in peace / Than my Losses to increase." 
Here, Daphnis realizes that he has already sinned because of his 
lustful desires, but he does not wish to add to this sin. There¬ 
fore, "...he does himself excuse...." And, again Marvell's 
synthesis of the real and ideal are rendered and his attitude 
toward complete disengagement from involvement is satisfactorily 
resolved. 
A resolution rather than a solution is also seen in Marvell's 
two great Metaphysical love poems--"The Definition of Love" and "To 
His Coy Mistress." With these two poems, the love-nature and courtly 
poetry culminate. However, the same courtly tradition, the blending 
of the ideal and the real, and the same basic pattern of involve¬ 
ment and disengagement are displayed in these poems. The lines and 
circles mentioned in the microcosmic concept are the means whereby 
Marvell shows correspondence to dissimilar objects and human values 
and feelings in these poems.'*' 
1-See above, p. 33 
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Lines and circles dominate "The Definition of Love."'*' In this 
poem Marvell attempts to transcend physical or sexual love and to 
foster the ideal or perfect love. In the lines: 
My Love is of a birth so rare 
As 'tis for object strange and high: 
It was begotten by despair 
Upon Impossibility. (11.1-4) 
The paradoxical attitude of the poet reveals that this was not a 
sensuous love but a love of beauty even though it was "begotten by 
despair." Such a love, however, cannot exist on earth, and although 
"Fate with jealous Eye does see / Two perfect loves," it envies them. 
Therefore, the lover cannot "...arrive / where...Æi^T Extended Soul 
is fixt," because envious "...Fate does Iron wedges drive / And alwaies 
crowds itself betwixt." The courtly love, then, is controlled by the 
distance of the "Extended Soul," and the lovers, therefore, can never 
become involved in sexuality; for fate's "Decrees of Steele / Us as 
the distant Poles have plac'd." 
Once more fate has caused the disengagement of the lover's on 
whom "...Loves whole World...doth wheel." There is only one solution 
to their problem: 
Unless the giddy Heaven fall, 
And Earth Some new Conversion tear; 
Marvel's "The Definition of Love" is closely allied to John 
Donne's "A Valediction Forbidding Mourning." This poem more than any 
other is definitely in the Metaphysical tradition. It is in this 
poem that Marvell, with geometric images, expresses a definition for 
the inexplicable subject in abstract terms. Joan Bennett, Five 
Metaphysical Poets (Cambridge: The University Press, 1964), p. 124. 
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And, us to joyn, the World should all 
Be cramped into a Planisphere. (11.21-24) 
But this is impossible; therefore, the two lovers must resign them¬ 
selves to their disengagement and simply admire one another from a 
distance: 
As Lines so Loves oblique may well 
Themselves in every Angle greet; 
But ours so truly Paralel, 
Though infinite can never meet. (11.25-28) 
Thus, Marvell, with lines and circles, reveals an ideal setting for 
a perfect love. Although the lovers are involved, it is not, how¬ 
ever, an involvement of passion but one of the mind: 
Therefore the Love which us doth bind. 
But Fate so enviously debarrs, 
Is the Conjunction of the Mind, 
And Opposition of the Stars. (11.29-32) 
Marvell's attitude toward sexuality and time are clearly evident 
in this paradoxical argument. Even though there is no discernible 
definition of love, the poet, with Metaphysical tension, precise 
cosmic images, and classical symmetry, shows a severance of sexual 
involvement and renders a feasible, if not satisfactory, resolution 
to the problem. 
A resolution rather than a solution is also employed in "To 
His Coy Mistress." The courtly tradition along with the characteris¬ 
tic tension of Metaphysical imagery helps the poet to develop his 
attitudes toward involvement and disengagement, the ideal and the 
real, and time and death. It is also in this poem that the courtly 
tradition is fully exemplified. A formal argumentative syllogism in 
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structure,^ the poem suggests eternal love in the realm of the senses, 
and the traditional persuasion to love which is usually hypothetical 
2 
and inter-penetrated with emotion, becomes rational: 
Had we but World enough, and Time, 
This coyness Lady were no crime. 
We would sit down, and think which way 
To walk, and pass our long Loves Day.... 
(11.1-4) 
The theme of time and death soars with directness, and the poet's wit 
weaves antitheses of macabre irony: 
...I would 
Love you ten years before the Flood: 
And you should if you please refuse 
Till the conversion of the Jews. 
An hundred years should go to praise 
Thine Eyes, and on thy Forehead Gaze. 
Two hundred to adore each Breast; 
But thirty thousand to the rest. 
An Age at least to every part, 
And the last age should show your heart. 
(11.7-10; 13-18) 
Beneath this profound irony is the awareness of and the desire 
to overcome time and space. In this awareness and desire, however, 
there is no darkness to corrupt their "long Loves Day." This ideal 
and real world promote Marvell's juxtaposition of eternal love and 
sensuous love. But, the poet is also very much aware of the element 
of time: "But at my back I alwaies hear / Times winged Charriot 
hurrying near." Thus he realizes that both passion and "ecchoing 
Song" are worthless where time is concerned, and again in macabre 
■*\J. V. Cunningham, op. cit.. p. 34. 
P. 171. 
■Bush, English Literature in the Earlier Seventeenth Century. 
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irony, he states that the woman's -- 
...long preserv'd Virginity: 
And.. .Æe£7 quaint Honor /will7 turn to dust; 
and into Ashes all ...Jfrisf Lust. 
The Grave's a fine and private place, 
But none I think do there embrace. (11.28-32) 
If they had all the time in the world, perhaps, they could control 
consummation; but they do not. Therefore: 
...let us sport while we may; 
And...like am'rous birds of prey, 
Rather at once our time devour, 
Let us roll all our Strength, and all 
Our sweetness, up into one Ball:-*- 
And tear our Pleasures with rough strife 
Thorough the Iron gates of Life. 
(11.37-39; 41-44) 
Hence, involvement, the intensity of sexual union, is sought 
even at the risk of death and sin which the union itself will bring. 
But, once again, Marvell shows his attitude toward involvement and 
disengagement by developing the idea that both physical death and 
spiritual death will occur as a result of sexual engagement. And 
again, the synthesis of the ideal, which is seen in the first portion, 
and the actual which is clearly pronounced in the second offers the 
contrived resolution: "Thus, though we cannot make our Sun / Stand 
o 
still, yet we will make him run." 
The ideal and the real, moral earnestness, and mystic aspects 
of nature appear in Marvell's religious poems; and the same pattern 
‘'"The microcosmic concept of man is referred to here by the "ball" 
and the word "roll." See above, pp. 13-14. 
2 
See above, pp. 14-15. 
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of imagery is employed. However, in these poems the pattern is per¬ 
ceived in the light of the soul which wishes to become disengaged 
from the corrupt body, the world, and from sin. 
In "The Dialogue Between the Resolved Soul, and Created 
Pleasure," the correspondence to human feelings and values are seen 
in two abstract ideas of the soul and pleasure.'*' With these Marvell 
synthesizes the ideal and spiritual realms of the universe. He 
begins by stating: 
Courage my Soul, now learn to wield 
The weight of thine immortal shield. 
Close on thy Head thy Helmet bright. 
Balance the Sword against the Fight; 
And shew that Nature wants an Art 
To conquer one resolved Heart. (11.1-4; 
9-10) 
The soul has taken on attributes of a human being and is prepared for 
battle. This description in itself denotes involvement, but, con¬ 
trary to this description, the soul is the one who wishes disengage¬ 
ment from the worldly treasures of pleasure. Pleasure in the second 
stanza invites the soul to enjoy his treasures, but the immortal 
soul states that: "I sup above, and cannot stay / to bait so long 
upon the way." 
The battle which is expected because of the soul's regalia: 
"Sword," "Shield," and "Helmet" is never fought, and the soul's 
answers to pleasure's statements are abstract in every sense. For 
example, when pleasure states: "On these downy Pillows lye, / Whose 
•*-See above, p. 33. 
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soft plumes will thither flye," the soul retorts: ''My gentler Rest 
is on a thought, / Conscious of doing what I ought." However, be¬ 
cause the soul does not wish to become involved in worldly pleasures 
and withstands the temptations of pleasure, the poem, without the 
expected combat, ends in triumph: 
Triumph. triumph. victorious Soul; 
The world has not one Pleasure morel 
The rest does lie beyond the Pole, 
And in thine everlasting Store. (11.75-78) 
The real and the ideal are personified in the expected battle 
and the abstract soul and pleasure, but there is, as the poet would 
have us believe, no true synthesis of the two. However, the pattern 
of imagery is carried out in the uncommitted soul and involved pleasure. 
The same conflict between the ideal and real is perceived in 
the involvement and disengagement of "a Dialogue Between the Soul and 
Body." This is truly an example of Marvell's balance of levity and 
seriousness.^ Again the soul is attributed human characteristics: 
0 who shall, from this Dungeon raise 
A Soul enslaved so many wages? 
With bolts of Bones, that fetter'd stands 
In Feet; and manacled in Hands. (11.1-4) 
According to the above lines, the soul is chained, enslaved within 
the body--the "Dungeon," and wishes to become disengaged from this 
corrupt condition. The body, however, also wishes deliverance from 
the "Tyrannic Soul," who caused it to know both good and evil and 
■^In all of his debates Marvell breaks down his problems into 
opposed but still ironic figures. He makes use of the prosopopoeia 
structure. Rosemond Tuve, op. cit.« pp. 206-208. 
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caused it to be capable of sin:'*' 
...Physick yet could never reach 
The Maladies Thou me dost teach; 
Whom first the Cramp of Hope does tear; 
And the Palsie Shakes of Fear. 
What but a Soul could have the wit 
To build me up for Sin so fit? 
(11.31-34; 41-42) 
The soul, therefore, transforms man's nature; and just as the archi¬ 
tect must tear down in order to build up: "...Architects do square 
and hew, / Green Trees that in the Forrest grew," so the soul in 
order to be free must destroy the innocence or corruption of the 
body's activities. The body and soul, then are involved in an 
eternal struggle for disengagement, and even though Marvell resorts 
to the imaginary world, the synthesis of the physical and spiritual 
are not satisfactorily blended. A similar mishap is seen in the 
poem that follows. 
Marvell transforms the tropical island of the Bermudas into a 
paradise similar in nature to the Garden of Eden: "He gave us this 
eternal Spring / Which here enables everything." The poet uses his 
favorite color, green, to symbolize the innocence of the island and 
the innocence of the men who now inhabit it: "He lands us on a 
grassy Stage; / Safe from the Storms, and Prélat's rage."^ 
The fruits and plants then take on religious significance: 
He /Gocf7 hangs in shades the Orange bright, 
Like golden Lamps in a green Night. 
^Bennett, op. cit.. p. 114. 
^These men were Puritan refugees who escaped the persecution of 
Arch-bishop Laud, the "Prelate." 
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And does in the Pomegranates close 
Jewels more rich than Ormus show's. 
He makes the Figs our mouths to meet 
And throws the Melons at our feet. 
But Apples plants of such a price, 
No Tree could ever bear them twice.... 
(11.17-24) 
Consequently, these fruits and plants appear to be offered to the 
Puritan refugees by God instead of Satan. And the apple, which 
usually symbolizes sin or corruption, here symbolizes innocence; 
therefore, it, too, helps to promote the innocence of the island 
which is safe from the cruel and corrupt world of the "Prelate's 
rage." 
The Puritan refugees, then, become uninvolved in the religious 
controversy of the time by escaping to an island paradise which is 
similar in nature to the Garden of Eden before the Fall. However, 
as seen in the dialogues, there is no complete blending of the phy¬ 
sical and the spiritual. It appears that Marvell realizes that in¬ 
volvement is inevitable in his "gardens" and that the serpent 
entwined in the apple or the nature of man cannot be rendered 
idealistically. Consequently, he found that only abstract objects 
could foster complete disengagement from corrupt man and nature. 
This complete disengagement can be seen in the poem "On a Drop of 
Dew" where the dew and the soul become the basic images. 
In "On a Drop of Dew," as in "The Definition of Love," Marvell 
employs lines and circles and space and time to show the restless 
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insecure dew and its ascension to "...the clear Region where 'twas 
born." This poem is also a clear-cut emblem.-'- The dew drop like 
the tear and the globe represents the perfect circle and self- 
2 
sufficiency: 
Round in itself incloses: 
And in its little Globes Extent, 
Frames as it can its native Element. 
(11.6-8) 
And it is also symbolic of involvement and disengagement: 
See how the Orient Dew, 
Shed from the Bosom of the Morn 
Into the flowing Roses, 
Yet careless of its Mansion new; 
How it the purple flow'r does slight, 
Scarce touching where it lyes, 
But gazing back upon the Skies, 
Shines with a mournful Light; 
Like its own Tear, 
Because so long divided from the Sphear. 
Restless it roules and unsecure, 
Trembling lest it grow impure:... 
(11.1-4; 9-16) 
The dewdrop, therefore, is involved with the impurities of 
nature; however, it wishes to withdraw or disengage itself from these 
impurities: "But gazing back upon the Skies." The sun causes its 
disengagement: "Till the warm Sun pitty it's Pain, / And to the Skies 
exhale it back again." Complete disengagement, then, is rendered 
by this realistic drop of dew that "...does, dissolving, run / Into 
the Glories of th' Almighty Sun." Marvell, idealistically, views this 
drop of dew as the pure soul which resides within the corrupt body: 
•^Witherspoon and Warnke, op. cit. . p. 1077 
2 
Nicolson, op. cit.. p. 53. 
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So the Soul, that Drop, that Ray 
Of the clear Fountain of External Day, 
Could it within the humane flow'r be seen 
Remembering still its former height, 
Shuns the sweat leaves and blossoms green; 
And, recollecting its own light, 
Does, in its pure and circling thoughts, express 
The greater Heaven in an Heaven less. (11.19-26) 
Thus, Marvell accomplishes in this poem what he did not accomplish 
\ 
in the dialogues—the separating of the soul from the body. Although 
he has to resort to the imaginary world or the ideal for the disen¬ 
gagement, his purpose is still fostered. 
Complete disengagement could not be rendered as easily in 
Marvell's "The Coronet." In this poem, which Douglas Bush calls 
the most religious of all his religious poetry,^ it appears that 
Marvell has difficulty separating passion from innocence. But, it 
is here that his artistry of blending the actual and the ideal is 
once more perceived. Classical symmetry and contradictory phraseology 
help the poet to effect this blending. These characteristics are 
clearly evident in the lines that follow: 
When for the Thorns with which I long, to long, 
With many a piercing wound, 
My Savior's head have crown'd, 
I seek with Garlands to redress that Wrong: 
Through every Garden, every Mead,.... 
(11.1-5) 
Marvell's blend of the material with the spiritual, however, is 
evident in these lines: 
I gather flow'rs (my fruits are only flow'rs) 
Dismantling all the fragrant towers 
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Both involvement and disengagement are seen throughout this poem. 
Even though the poet's intention to separate passion from innocence 
is admirable, he cannot help but see the disharmony in nature or the 
corruption of man. This is clearly evident in the appearance of the 
corrupt snake who: 
...twining in his speckled breast 
About the flow'rs disguised does fold, 
With wreaths of Fame and Interest. 
(11.14-16) 
The poet then realizes, as seen in the "twining" serpent, that he 
cannot very well disengage himself from the evil of the world. But, 
the poet must become involved. Therefore, the separation must be 
rendered by — 
...thou who only couldst the Serpent tame, 
. ..Zànd7 his slipp'ry knots untie, 
And distinangle all his winding Snares.... 
(LI. 19-21) 
Since the garland of flowers has been corrupted by sin, it can¬ 
not very well adorn the head of Christ; perhaps, then, it could 
"...crown thy feet, that could not crown thy Head." Marvell, conse¬ 
quently, accomplishes his synthesis of involvement and disengagement 
or passion and innocence by causing the death of the sinful body: 
"Or shatter too with him Zfhe snakâ? my curious frame / And let 
these wither, so that he may die." Again death is used by the poet 
to bring about disengagement. 
The same blending of passion and innocence is seen in "Upon 
Appleton House," which has been called by Bennett, "a horticultural 
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fantasy."'*' This poem will also be treated under the category of 
political poems because it contains not only Marvell's attitude 
towards religion but his attitude towards politics as well. In 
stanza LXI of "Upon Appleton House," Marvell, who cannot convince 
Lord Fairfax to engage actively in public affairs, retires from 
the "Flood" of the controversy to -- 
Take Sanctuary in the wood; 
And, while it lasts, my self imbark 
In this yet green, yet growing Ark; 
Where the first Carpenter might best 
Fit Timber for his keel have prest.... 
(11.481-486) 
Marvell, then, takes us into a wilderness—the contemplative 
2 
wilderness of Christ. There he learns to speak the language of 
the birds: "Thus I, easie Philosopher, / Among the Birds and 
Trees confer." This understanding of the birds' language fosters 
his innocence with nature: "Out of these scatter'd Sibyles Leaves / 
Strange Prophecies my phancy weaves." The poet, then, embraces the 
sweet innocence of nature where: 
The arching Boughs unite between 
The Columnies of the Temple green; 
And underneath the winged Quires 
Echo about their tuned Fires. (11.509-512) 
Since he is encamped behind the innocent temple of green, Marvell 
feels safe from the corruption of the world. Here in this now holy 
place, he describes his feeling of contemplation and happiness, and 
completely disengages himself from the physical world: 
^Bennett, op. cit.. p. 121. 
^Allen, op. cit.. pp. 117-120. 
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How safe, me thinks, and strong, behind 
These Trees have I incamp'd my Mind; 
Where Beauty, aiming at the Heart, 
Bends in some Tree its useless Dart; 
And where the World no certain Shot 
Can make, or me it toucheth not.... 
(11.601-606) 
Consequently, in the midst of this wilderness, Marvell laughs at love 
or passion and ambition. His mind is free-disengaged, and he can 
reach definite conclusions here. The poet never wishes to become 
involved again with worldly affairs, passion or ambition. He tells 
the innocent objects of his paradise to 
Bind me ye Woodbines in your ’twines, 
Curie me about ye godding Vines, 
And Oh so close your Circles lace, 
That I may never leave this place:.... 
(11.609-610) 
Marvell’s descriptive power, the religious views, and certain 
opposed views of nature are all blended in the greatest of all his 
poems, "The Garden."^ The basic pattern of this poem is also involve¬ 
ment and disengagement. The garden itself is different from other 
gardens. It is a complex symbol of an imaginary garden of innocence, 
solitude and peace, a perfect abode for the man who prefers a con¬ 
templative life instead of the life of action. 
After a long struggle for ambition, man receives a wreath of 
"Palm, the Oke, or Bayes," which symbolize that he is then ready for 
the retired or disengaged state. But Marvell believes that the trees 
themselves unite to create a garden of repose, since they are free 
^•Empson looks at Marvell's Garden as "the simplicity approached 
by Resolving contradictions. William Empson, English Pastoral Poetry 
(New York: W. W. Norton and Co., 1938), pp. 119-145. 
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of the problems of sex, labor and morality: "While all Flow'rs and 
all Trees do close / To weave the Garland of repose." Thus the 
wreath which brings one into the garden of innocence, solitude, and 
peace is a symbol of human ambition and representative not only of 
the Garden of Eden before Eve, but also of the happy state of man 
before the fall or after he has retired and freed himself of sexual 
passion, labors, and ambitions: 
Fair Quiet, have I found thee here, 
And Innocence thy Sister dearj 
Mistaken long, I sought you then 
In busie Company of Man. (11.9-12) 
Once man has retired or has become free, the wreath that he lavishly 
slaved so long to win only serves to remind him of the many vain 
years he wasted on labor, sexual passion, and ambition. Too, the 
same trees symbolize the superiority of the procreative process of 
trees over man's—a procreative process which man possessed before 
the Fall. According to Hyman, Adam was androgynous, being male and 
female in the same body as the trees are."*- Recognizing the innocence, 
solitude and peace afforded in the garden and enjoyed by androgynous 
Adam, the poet is assured that man has to rid himself of labors and 
sexual passions, such as that which woman ignites, if he is ever to 
enjoy fame and innocence. Therefore, the garden with its innocent 
plants represents the ideal state of man. 
To show that man is ignorant of the state of innocence afforded 
by the garden and of the evil of sexual passions, Marvell presents 
■*-Hyman, op. cit., p. 65. 
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two lovers who walk about carving their names on the trees: 
Fond Lovers, cruel as their Flame, 
Cut in these Trees their Mistress name. 
Little, Alas, they know or heed, 
How far these Beauties £treeS;7 Hers exceedl 
0.1.18-21) 
Not only does the poet, Marvell, insist that the garden represents 
freedom or disengagement from sexuality, labor and morality, but he 
also gives it the potency to enjoy sexual passion which does not 
burden it with the pursual of women, labor and morality--all of which 
are defeative within themselves. 
When we have run our Passions heat, 
Love hither makes his best retreat. 
Apolo hunted Daphne so, 
Only that She might Laurel grow. 
And Pan did after Syrinx speed, 
Not as a Nymph, but for a Reed. 
(11.24-25; 28-31) 
Unlike the sexual passion, labor and immorality in man, the 
united sex in the plants tends to be amorous and yet uninvolving or 
unenslaving: 
What wond'rous Life is this I leadj 
Ripe Apples drop about my head; 
The Luscious Clusters of the Vine 
Upon my Mouth do crush their wine; 
The Nectaren, and curious Peach, 
Into my hands themselves do reach; 
Stumbling on Melons, as I pass, 
Insnar'd with Flow'rs, I fall on Grass. 
(11.33-40) 
In the above lines, the poet uses fruits as symbols of sexual imagery. 
In this context all the sensuous pleasures are evil. When he stumbles 
"on Melons," is "Insnar'd with Flow'rs," and "falls on Grass," he is 
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falling into carnal sin. Thus, the fall brings sexual passion, labor, 
and morality. But since the poet uses fruits and flowers, the fall 
is still innocent, for these objects represent the sexuality which 
Adam enjoyed and not that of woman. The fruits are also used to 
show the superiority of the innocent pleasures of androgynous Adam, 
Thus the plants possess passion, but that which brings pleasure 
instead of the pain that is associated with life when woman is involved. 
This is clearly symbolized through Pan's desire for Syrinx but only 
as a "reed." 
After showing the superior sexual pleasure enjoyed in the 
garden, the mind seeks a higher pleasure, or it moves from involve¬ 
ment to disengagement. That is, the mind moves from the sensual to 
the spiritual or to happiness. This movement or change is based upon 
the neo-Platonic concept that happiness requires reason:'*' 
Meanwhile the Mind, from pleasure less, 
Withdraws into its happiness: 
The Mind, that Ocean where each kind 
Does streight its own resemblance find; 
Yet it creates, transcending these, 
For other Worlds, and other Seas; 
Annihilating all that's made 
To a green thought in a green Shade. 
The poet, therefore, focuses the ideal or imaginary innocent action 
in the garden into a thought. However, Marvell rises above the neo- 
Platonic concept, for he has the soul disengage itself in this 
world instead moving from the natural world to the spiritual.^ This 
-*-Empson, op. cit.. pp. 124-125. 
O 
Hyman, op. cit. 
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he is able to do through his use of the garden which appears to have 
the innocence which is needed for disengagement. 
The poet, at this time, has clearly drawn the garden before the 
fall and after the fall. Thereby, he is able to imagine himself the 
innocent Adam, knowing too that he is the fallen Adam. This again 
clarifies his use of one of the wreaths as being symbolic of the 
futility of sexual passion, labor, and morality on the one hand; and his 
use of the wreath as being representative of the innocence in green 
plants, on the other.^ 
Such was that happy Garden-state, 
While Man there walk'd without a Mate: 
After a Place so Pure, and sweet, 
What other Help could yet be meet] 
But 'twas beyond a Mortal's share 
To wander solitary there: 
Two Paradises 'twere in one 
To live in Paradise alone. 
Marvell concludes with a description of the perfect innocence and 
peace of the garden, which fosters an awareness of the innocent and 
fallen state. This wonderful recognition, believes the poet, helps 
man forever strive towards the attainment of ideal beauty. It 
constantly steers him away from settling for the sensuous which 
spells defeat itself. 
The same pattern of imagery or conflict of involvement and 
disengagement is seen in Marvell's occasional as well as his later 
political poems. But in these, as previously stated, the poet's 
1-Hyman, op. cit., p. 64 
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quarrell is not only with himself but with others as well. It is in 
his quarrels that he again attempts to blend the ideal and the real 
in the realms of active participation in or retirement from public 
affairs and worldly ambition. 
In the occasional poems: "To His Noble Friend Mr. Richard 
Lovelace," "Upon the Death of the Lord Hastings," and "Tom May's Death" 
Marvell makes specific references to the political upheavals of the 
day and shows himself to be a Royalist sympathizer. In the poem 
addressed to "To...Mr. Richard Lovelace," the poet priases the former's 
poetry and attacks the Puritans, thereby showing his involvement in 
what he terms political justice. In the lines that follow, he dis¬ 
plays his feelings about the chaotic conditions of the time: 
Our times are much degenerate from those 
Which your sweet Music which your fair fortune chose, 
And as complexious alter with the Climes 
Our wits have drawne th* infection of our times.... 
(11.1-4) 
The above lines show that Marvell is concerned, even in this 
poem, with the corruption of the world in which he lived. The joy 
that was once enjoyed by men during the reign of Charles I has been 
destroyed by "The barbed Censurers," and turmoil has set in to deface 
the peace and quiët of the country: 
These vertues now are banisht out of Towne, 
Our Civil Wars have lost Civicke crowne. 
He highest builds, who with most Art destroys, 
And against others Fame his owne employs.... 
(11.11-14) 
Thus Marvell's quarrel here is with himself and the Puritans, and his 
involvement is with the Royalist cause. 
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In "Upon the Death of the Lord Hastings," the poet, with classi¬ 
cal references, praises the virtues of Hastings: 
Alas, his vertues did his Death presage: 
Needs must he die, that doth out-run his Age. 
The Phlegmatic and Slowe prolongs his day, 
And on Times Wheel sticks like a Romora.... 
(11.9-12) 
And "Times Wheel," as in "The Definition of Love," helps to emphasize 
Marvell's concern with involvement and disengagement; and time and 
death help to render complete disengagement. Lord Hastings, who was 
active in public affairs and who was also a virtuous man has become 
uninvolved from worldly ambition and fame by death, and the poet 
believes that: 
Had he but at this Measure still increast, 
And on the Tree of Life once made a Feast, ' 
As that of knowledge; what Loves and had he given 
To Earth, and then what Jealousies to Heavenl... 
(11.19-22) 
According to the poet, however, although Hastings has become 
uninvolved by death, he will continue to be actively involved in the 
next world: 
Before the Chrystal Palace where he dwells, 
The armed Angels hold their Carouzels; 
And underneath, he views the Turnaments 
Of all these Sublunary Elements.... 
(11.33-36) 
Marvell then realizes that man is nothing and in order for him to be 
remembered he must remain active; he must acquire fame; he must be 
ambitious. Therefore, he ends by reconcilling himself to the fact 
that: "Man (alas) is but Heavens sport; / And Art indeed is Long, 
but Life is Short 
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Marvell's concern with man's active participation in all affairs 
of life and his place in the great scheme of things is more vividly 
portrayed in "Tom May's Death." It is here, in his attack on May for 
j* 
disengagement from the Royalist Party, Marvell imagines that all 
of the great classical and contemporary poets have ostracized or dis¬ 
engaged themselves from him: 
...Ben ZsJonson/... 
Amongst the Chorus of old Poets laid, 
But seeing May he varied streight his Song, 
Gently to signifie that he was wrong. 
...Virgil himself does quake, 
And Horace patiently its stroke does take.... 
0.1. 12-13; 14-15; 35-36) 
To Marvell, May is the "Foul architect that hadst not Eyes to 
see / How ill the measures of the States agree." However, because 
of this great wrong, fate has rendered justice: "Yet wast thou 
taken hence with equal fate, / Before thou couldst great Charles his 
death relate." May, states the poet, should be ostracized forever 
in hell "Where Lïb.£} sulphery Phlegetan does ever burn." Again 
Marvell's quarrel is with himself and Tom May. There is no recon- 
cilliation here, for Marvell feels that the penalty for desertion or 
disengagement from the Royalist cause should be death. 
Marvell's "Horatian Ode" provides a bridge between the occasional 
and the later political poems. It is, in fact, the best of all the 
poems of this category, and it points out Marvell's disengagement from 
the Royalist Cause. Like "Tom May's Death," it is filled with 
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classical imagery. It is also patterned after the classical tradi¬ 
tion, for it is closely akin to Horace's patriotic odes.'*' In the poem 
Marvell praises both Charles I and Oliver Cromwell. To him, Charles 
is a Greek tragic hero. However, his interest in and admiration of 
m 
Cromwell's active involvement in the political struggle of the day 
are clearly pronounced. 
In the first section of the ode, Marvell praises Cromwell's 
active involvement in the fight for political justice: 
So restless Cromwell could not cease 
In the inglorious Arts of Peace 
But through adventurous War 
Urge his active Star. (11.9-12) 
Cromwell, then, becomes the "...three-forked Lightning, first / Breaking 
the Clouds where it was nurst...." Thus, to Marvell, Cromwell be¬ 
comes the strongest force of "angry Heavens flame." He looks to 
Cromwell as the savior of the country. For, he left a life of ease, 
peace, and disengagement to become involved in the Civil War and 
public affairs: 
...from his private Garden, where 
He liv'd reserved and austere, 
£”He_7 Could by industrious Valour climbe 
To ruine the great Work of Time, 
And cast the Kingdom old 
Into another Mold. (11. 29-30; 33-36) 
Marvell, of course, praises Charles I who did not attempt to 
call "...the Gods with vulgar spright / To vindicate his helpless 
Right." But the poet must over look this to foster his belief in 
1-Bush, op. cit.. p. 168 
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ideal justice and order. Even though Charles was right, justice must 
be rendered in terms of what must be done: 
Though Justice against Fate complain, 
And plead the antient Rights in vain 
But these do hold or break 
As Men are strong or weak. (11.37-40) 
To Marvell, Cromwell was the stronger of the two; therefore, political 
justice was on his side. And because Cromwell was so actively in¬ 
volved in his work, Marvell felt that he was the right person to 
promote his ideal of political justice and order: "So much one man 
can do, / That does both act and know." 
Although the poet does not belabor Cromwell's actions or 
knowledge, he ends the poem by challenging Cromwell to continue the 
good work toward political justice, toward active involvement. 
But thou the Wars and Fortunes Son 
March indefatigably on; 
And for the last affect 
Still keep thy Sword erect: 
Besides the force it has to fight 
The Spirits of the shady Night, 
The same Arts that did gain 
A Pow'r must it maintain. (11.113-120) 
Marvell's first quarrel with others then is seen in his challenge to 
Cromwell who was not accepted as the rightful ruler of England. The 
second quarrel is with himself; this is seen in his attempt to 
reconcile the ancient "Rights" with immediate action and justice. 
Thus Marvell in his political poems appears to be interested in the 
man of action or involvement and not the retired or disengaged man. 
This attitude towards the retired or disengaged public figure 
is clearly stated in the poet's later political poems. It is seen 
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more vividly in the longest of all his poems, "Upon Appleton House." 
The ideal and the actual are seen in terns of the poet's attempt to 
blend involvement and disengagement. His stay at Non-Appleton 
House was a period of disengagement for him as well as Lord Fairfax. 
Both, moreover, felt that it was a matter of conscience and left 
for those of less conscience, the "unweeded garden" of public affairs: 
For he did, with utmost Skill, 
Ambition weed, but conscience till 
Conscience, that Heaven-nursed Plant, 
Which most our Earthly Garden want. 
A Prickling leaf it bears, and such 
As that which shrinks at ev'ry touch; 
But Flow'rs eternal, and divine, 
That in the crowns of Saints do shine. 
(11.353-360) 
Marvell, however, does not seem too happy about General Fairfax's 
retirement, and in the lines that follow he attacks not only Lord 
Fairfax's retirement but his as well: 
Within this holy leisure we 
Live innocently as you see. 
These walls restrain the World without, 
But hedge our Liberty about. 
The Bars inclose that wider Den 
Of those wild Creatures, called Men. 
The Cloyster outward shuts its Gates, 
And, from us, locks on them the Grates. 
(11. 97-104) 
His attitude, however, changes to further show his belief that 
involvement produces an active man who: "Shall fight through all 
Universe; / And with successive Valour try." Not only does Marvell 
show his attitude towards action or involvement by referring to 
Fairfax, but he even feels that the garden itself is against retire¬ 
ment. The flowers form a "regiment," a vigilant Patroul," a 
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"Malitia," and a "Garrison" all of which are symbolic of war or 
activity. These gardens, however, were laid by a former Fairfax who 
could not from "His war-like Studies...cease." 
Still in his attempt to convince the general against disengage¬ 
ment, Marvell's grass again, as in "The Mower's Song," becomes the 
flesh, and the mowers with their scythe become warriors: "With 
whistling scythe, and Elbow strong, / These Massacre the Grass along." 
Marvell even sees in the "Unhappy Birds" attempt to become disengaged, 
a chance to remind Fairfax of the uselessness and insecurity brought 
on by retirement: 
Unhappy BirdsI What does it boot 
To build below the Grasses root; 
When Lowness is unsafe as Hight, 
And Chance o'ertake what scopeth spright? 
Or sooner hatch or higher build: 
The Mower now commands the Field; 
In whose new Troverse sedmeth wroght 
A Camp of Battail newly fought.... 
(11. 409-412; 417-420) 
Retirement or disengagement, Marvell argues, is not safety nor security. 
No man, he further believes, is entirely safe and secure, and for 
Lord Fairfax, who has been actively involved in the political heat 
of the period, involvement is his only course of action: "This 
scene again withdrawing brings / A new and empty Face of things." 
After quarreling with General Fairfax, Marvell then begins his debate 
with himself. This quarrel becomes both intellectual and spiritual.'*' 
l"Upon Appleton House and the Universal History of Man," English 
Studies. XLII (December, 1961), pp. 10-11. 
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And, he fosters his disengagement from the quarrel with Fairfax and 
the other controversial issues of the time. He takes sanctuary in 
a setting similar to that found in "The Garden": 
But I retiring from the Flood, 
Take Sanctuary in the Wood; 
And While it lasts, myself unbark 
In this yet green, yet growing Ark,,,,, 
(11. 481-484) 
Here in this mystical retreat, Marvell again looks at the condition 
of the world, "Who could have thought the tallest Oak/ Could fall 
by such a feeble Stroke"] 
Thus, Marvell again resorts to the contemplative or ideal 
life where instead of disengaging the soul, he disengages himself 
from the controversial issues of the world of involvement to the 
wonderous life found in the "Sanctuary" of the "Wood." 
The same conflicts that are perceived in "Upon Appleton House," 
are also seen in "Upon Hill and Grove at Bill-Borow, "•*• and like 
"Upon Appleton House," Marvell is unable to fully disengage himself 
from the actual world. In "Upon Hill and Grove at Bill-Borow" the 
poet attempts to justify Lord Fairfax's retirement from public 
affairs by describing the self-sufficiency and disengagement found 
in nature: 
See how the arched Earth does here 
Rise in a perfect Hemisphere] 
The Stiffest Compass could not strike 
A Line more circular and like;... 
(11. 1-4) 
•*-Turve, op, cit.. p. 94. 
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The correspondence of lines and circles again helps Marvell to foster 
his image of self sufficiency and perfection which are found in 
nature. 
Again, Marvell shifts from disengagement to involvement. His 
praise of the beauty and symmetry of the hill soon transforms to 
military might and involvement: 
Yet thus it all the field commands, 
And in unenvy'd Greatness stands, 
No hostile hand durst ere invade 
With impious Steele the sacred Shade. 
For something alwaies did appear 
Of the great Masters terrour there: 
And Men could hear his armour still 
Ratling through all the Grove and Hill. 
(11. 25-26; 35-40) 
Throughout the poem, Marvell is unable to blend involvement and dis¬ 
engagement; he shifts from one to the other. Here in these lines he 
again attempts to show the General’s disengagement: "Yet no further 
strive to shoot, / Contented if they fix their Root." 
Consequently, Marvell cannot reconcile himself to complete 
disengagement or retirement, and therefore the quarrel becomes now 
one with himself. He realizes that Lord Fairfax was wrong to retire 
from political affairs, yet if this is what the General wants, so be 
it: 
But Peace (if you his favour prize) 
That Courage its own Praises flies. 
Therefore to your obscure Seats 
From his own Brightness he retreats: 
No he the Hills without the Groves, 
Nor Height but with Retirement loves. 
(11. 75-80) 
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Thus, Marvell’s quarrel with himself is evident in his shifting back 
and forth between involvement and disengagement, and as viewed in 
"Upon Appleton House" he is unable to blend his ambivalent attitudes 
to come to a definite conclusion. 
Thus, the basic imagery pattern of involvement and disengagement 
is visible in Marvell’s political poetry as well as his love-nature 
and religious poetry. In the political poems Marvell's idea of 
political justice and order is very much in evidence and his own 
personal attitude towards involvement and disengagement. In his quar¬ 
rel with himself and others, the poet cannot blend the ideal and the 
real as he has done in the other categories. This is due in part 
to his inability to disengage himself from the political problems 
of his day. And, too, as mentioned above,^ in these poems, the poet, 
politician and man are closely allied, and therefore he cannot 
resort to the imaginary world to gather and formulate his resolutions 
or conclusions. 
■*-See above, pp. 34-35. 
SUMMARY 
The foregoing study proves that Andrew Marvell was most assuredly 
related to the intellectual and literary climate of the seventeenth 
century. His poetry reflects the influence of the major concepts, 
doctrines, theories, and literary trends of the day. The religion 
and science and philosophy of his period are all found in an almost 
flawless balance in his poetry. 
This study also proves that Andrew Marvell's personality is 
revealed in his poetry. The flexible, unique, and paradoxical 
figure, who despite his casual unconcern and cool detachment, was 
very much at home in an age which thrived on paradox. For, he could 
praise a king on the threshold of death, bestow laurels on a usurping 
reformer, and write of gardens, glow worms, and a drop of dew in a 
day of violence. 
The recurrence of the themes of nature, time and death, and 
the antinomies of the human condition are evident throughout his 
poetry. And, these themes help to reinforce the significance of his 
poetry. Each step in Marvell's shift from the personal poetry to 
the religious and finally to the political poetry involves more 
active participation on his part. Therefore, the basic imagery 
pattern which is found in all the poetry is one of involvement and 
disengagement. This pattern is revealed in different perspectives 
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in each of the three categories of his poetry. In the love-nature 
poetry, it is revealed by passion and innocence; in the religious 
poetry, it is revealed by corruption and innocence, and in the 
political poetry, it is revealed by activity and retirement. 
Marvell's unique art of blending the literal and the figurative 
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